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GEORGE    A.     FRIPP    and 
ALFRED   D.   FRIPP 


I— INTRODUCTION. 

OWING  partly  to  the  fact  that  these  two 
brothers  died  so  recently  as  1896  and 
1895,  comparatively  little  has  been 
written  about  them.  Rather  less  has  been 
published  on  Alfred  than  on  George  Fripp. 
Though  they  both  occupied  the  post  of  Secretary 
to  the  (Old)  Water-Colour  Society,  and  were 
such  large  and  regular  exhibitors  there  for  many 
years,  they  were  still  living  when  Roget's 
voluminous  and  extremely  useful  History  of  that 
Society  was  published  in  1891.  Therefore  it  can 
be  assumed  that  the  author  of  that  work  was 
not  disposed  to  say  so  much  about  two  such 
important  members  as  he  otherwise  might  have 
done.  Nevertheless  a  good  deal  of  information 
was  given  about  them  by  Roget. 

The  small  number  of  examples  of  the  work 
of  either  artist  to  be  found  in  public  Art 
Galleries  and  Museums  is  surprising.  Moreover 
it  would  appear  that  nearly  half  of  these  are  at 
the     Victoria     and     Albert     Museum,     South 


Kensington,  viz.,  eleven  drawings  by  George 
Fripp,  including  several  in  circulation,  and  four 
by  Alfred  Fripp,  two  of  which  are  also  in 
circulation.  The  beautiful  work  of  Alfred 
Fripp  in  Italy  is  hardly,  if  indeed  at  all,  repre- 
sented in  public  galleries  in  the  British  Isles ; 
and  his  equally  pleasing  Dorset  drawings  are 
represented  in  such  museums  by  only  half  a 
dozen  examples,  viz.^  Young  England  and  A 
Dorset  Fisher  Boy  at  the  Victoria  and  Albert 
Museum  ;  Fisher  Boys  on  a  Rock^  1863,  and  The 
Piping  Shepherd  at  Bethnal  Green  Museum ; 
Spring  at  Lulworth^  1885,  at  the  Whitworth 
Institute,  Manchester  (where  is  also  that  fine 
early  drawing  The  Poachers  Alarmed,  1844) ; 
Dinner  Time  at  the  Quarries^  Purbecky  a  very 
large  water-colour  dated  1876,  hangs  in  the 
Walker  Art  Gallery  at  Liverpool.  The  few 
remaining  pictures  by  Alfred  Fripp  in  Museums 
are  of  his  Irish  peasant  class,  three  of  them 
being  at  Bristol,  and  one  at  Dublin. 

It  is  in  private  collections  that  we  must 
expect  to  find  most  of  the  two  Fripps'  formerly 
exhibited  works,  and  many  of  the  best  examples 
are  now  in  the  hands  of  members  of  the  family. 
I  have  been  privileged  to  see  the  excellent  and 
comprehensive  collection  of  Alfred  Fripp's 
drawings  formed  by  his  son.  Sir  Alfred  Fripp, 
the  surgeon,  in  his  own  home,  and  also  the  less 


important  but  very  interesting  collection  of  the 
artist's  daughter,  Lady  Hale- White ;  and  it  is 
perhaps  thus  only  that  an  adequate  appreciation 
of  the  variety  and  beauty  of  Alfred  Fripp's 
work  can  be  obtained.  Moreover  his  drawings 
rarely  get  into  the  Sale  rooms.  In  these  col- 
lections, besides  early  sketches,  are  many  fine 
examples  of  his  first  Italian  period  (1850-58), 
and  of  the  subsequent  Dorset  period  in  which 
figures  play  an  important  if  not  always  the 
chief  part ;  but  there  are  also  fine  examples  of 
his  later  work  in  Dorset  and  Italy  in  which  the 
figures  take  a  subordinate  place  in  a  landscape. 
To  the  present  writer,  though  he  lives  in 
Bristol  where  the  two  brothers  spent  their  early 
days,  it  came  as  a  revelation  to  be  shown  the 
above-mentioned  collections  with  so  wonderful 
an  array  of  pictures  by  these  two  painters, 
among  others.  Rarely  elsewhere  had  he  seen 
the  delicate  atmospheric  effects  and  tender 
opalescent  colouring  of  either  painter's  coast 
scenes  in  Dorset,  nor  the  luminosity  and 
sunshine  of  Alfred  Fripp's  Italian  drawings. 
Never  before  had  he  the  opportunity  of  com- 
paring a  really  representative  series  of  the 
water  -  colour  work  of  the  two  brothers. 
Hitherto  Alfred  Fripp  was  associated  in  one's 
mind  almost  entirely  with  Irish  peasants,  and 
George     Fripp     was    associated     chiefly    with 


English  and  a  few  equally  good  Scotch,  Welsh 
and  Swiss  landscapes. 

The  vast  majority  of  George  Fripp's  draw- 
ings are  powerful,  well-drawn  and  well-balanced 
landscapes,  sometimes  with  cattle  grazing  or 
sheep  browsing,  and  more  rarely  with  figures 
introduced.  Never  sensational,  they  are  fre- 
quently pleasing  in  colour,  though  in  his  early 
days  his  foliage  was  often  somewhat  dark  and 
heavy,  and  lacking  in  the  reticence  shewn  later. 
This  tendency  was  particularly  evident  in 
several  of  his  large  early  paintings  in  oil. 

Inasmuch  as  the  greater  work  is  usually  the 
quiet  and  the  unobtrusive,  the  quality  and 
infinity  of  George  Fripp's  water-colour  work  is 
such  that  we  believe  that  when  it  gradually 
becomes  better  known,  and  art  criticism 
becomes  more  balanced,  he  will  be  regarded 
once  again  as  one  of  the  greatest  English  lands- 
cape painters  of  the  nineteenth  century. 

So  numerous  and  varied  were  George 
Fripp's  drawings  on  the  Thames  and  in  Dorset 
that  a  writer  in  The  Inquirer,  October,  1896, 
said  **He  might  have  claimed  to  have  discovered 
the  beauty  of  the  Thames,  and  with  his  brother, 
Alfred  D.  Fripp,  that  of  the  Dorset  coast." 
Unlike  many  of  the  somewhat  disappointing 
rather  later  Thames  drawings  of  his  fellow 
BristoHan  S.  P.  Jackson,   which  bore  no  com- 


parison  with  that  painter's  powerful  and  brilliant 
earlier  work  among  the  shipping  on  the  sea- 
coast  and  in  the  estuaries  of  Cornwall,  Devon, 
Somerset  and  Glamorgan,  George  Fripp's  work 
on  the  Thames  must,  on  the  whole,  rank  in 
quality  with  his  Scotch  lochs  and  Highland 
glens,  his  ruined  Abbeys,  his  coast  scenes  in 
Dorset,  Cornwall  and  Sark,  or  his  picturesque 
water-mills  in  half  a  dozen  English  counties.  A 
mediocre  drawing  by  him  would  appear  to  be  a 
rarity. 

It  may  not  be  without  interest  to  have  thus 
coupled  the  name  of  George  A.  Fripp  (1813- 
1896)  with  that  of  S.  P.  Jackson  (1830-1904) 
because  they  were  not  only  more  or  less  con- 
temporary, but  as  Bristolians  they  were  brought 
up  in  much  the  same  atmosphere.  Both  came 
for  a  short  but  pregnant  period  under  the  magic 
influence  of  William  J.  MuUer,  and  Samuel 
Jackson  was  the  chief  art  master  of  both.  Alfred 
D.  Fripp  was  likewise  influenced  by  Miiller, 
and  also  knew  personally  S.  P.  Jackson  and  his 
father. 

All  of  the  above-mentioned  five  painters, 
especially  Samuel  Jackson,  Miiller*,  and 
George  Fripp,  had  in  Bristol  come  more  or  less 


*  From  the  early  age  of  fifteen  Muller  was  for  two  years  a  pupil  of 
J.  B.  Pyne;  and  in  1843,  in  writing  to  a  friend,  he  referred  to  "my 
friend  J.  B.  Pyne,  to  whom  I  owe  so  much." 


directly  under  the  influence  of  J.  B.  Pyne  (1800- 
1870).  In  early  life  all  these  men  must  have 
been  influenced  by  the  beautiful  natural  scenery 
about  Clifton  and  Bristol,  and  particularly  by  the 
majestic  Avon  Gorge.  No  painter  could  fail  to 
be  impressed  by  the  nobility  of  those  limestone 
cliff's,  or  the  changing  colours  of  the  wooded 
slopes  at  all  seasons  of  the  year.  Little  wonder 
that  a  definite  and  distinguished  school  of 
painters  developed  at  Bristol  a  century  ago, 
and  that  the  tradition  has  been  upheld  ever 
since. 

In  the  illustrated  memoir  on  **The  late 
Alfred  Downing  Fripp "  by  F.  J.  Stephens 
{The  Magazine  of  Art,  1895,  p.  470),  we  read : 
**Both  the  brothers  Fripp,  in  eschewing  body- 
colours  and  opaque  pigments  generally,  adhered 
to  the  skill-demanding  methods  of  Pocock  and 
other  founders  of  the  illustrious  English  school 
of  draughtsmen,  whose  technique  culminated  in 
the  hands  of  ...  .  Wm.  Henry  Hunt.  It  is 
not  therefore  surprising  that  we  find  our  present 
subject  to  have  been,  in  his  first  studies  as 
well  as  in  his  later  practice,  a  pupil  of  Pocock 
whose  masculine  influence — though  qualified  by 
the  more  facile,  if  not  showy  tendencies  of 
W.  J.  Muller — was  manifest  in  A.  D.  Fripp's 
paintings,  and  never  ceased  to  enhance  their 
sterling  qualities."     This  passage  demands  some 

8 


attention,  but  let  it  suffice  to  say  that  since 
Nicholas  Pocock  (Fripp's  maternal  grandfather) 
died  in  1821,  the  year  before  Alfred  was  born, 
any  influence  acquired  from  his  grandfather 
must  have  been  inherited,  or  derived,  as  we 
know  it  was,  from  the  study  of  his  sketches  and 
paintings. 

A  reference  will  appear  later  to  an  interest- 
ing discussion  on  **  transparent "  and  **  opaque  " 
colours  in  Roget's  History  of  the  Old  Water- 
Colour  Society,  pp.  2,  3  and  4,  and  in  S.  Redgrave's 
Descriptive  Catalogue  of  the  .  .  .  Water-Colour 
Paintings  in  the  South  Kensington  Museum, 
pp.  58-60,  1877. 

A  minor  result  of  the  publication  of  these 
**  Quarterlies"  will  be  in  the  correction  of 
numerous  faults  in  matters  of  fact,  e.g.^  dates, 
confusion  of  two  or  more  artists,  sometimes 
brothers,  or  sometimes  fathers  and  sons,  etc. 
The  frequency  of  such  errors  in  important 
catalogues,  dictionaries  of  painters,  and  periodi- 
cals of  standing  has  been  surprising.  They, 
moreover,  get  copied  from  one  book  or  periodi- 
cal into  another.  Future  historians  and 
research  students  in  Art  will  be  grateful  to 
Mr.  Augustus  Walker  for  his  enterprise  in 
starting  this  series  of  monographs.  It  is  as- 
tonishing how  soon  the  salient  facts  of  a  person's 
life,  and  particularly  dates,  get  forgotten,  if  not 


noted  within  a  short  period  or  recorded  soon 
after  death.  Even  present-day  catalogues  of 
picture  exhibitions  are  often  far  from  accurate 
in  the  spelHng  of  place-names  or  in  the  actual 
title  of  a  picture. 
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GEORGE  ARTHUR  FRIPP, 
(1813-1896) 


HIS  LIFE  AND  WORK 

The  Fripps  were  an  old  Somerset  family, 
and  they  had  been  known  for  some  years  as 
merchants  of  repute  in  Bristol,  when  George 
Arthur  Fripp  was  born  in  that  place,  13th  June, 
1813.  He  died  at  50,  Holmdale  Road,  West 
Hampstead,  on  October  17th,  1896,  and  was 
buried  at  Highgate  Cemetery.  He  was  the 
second  son  of  the  Rev.  Samuel  Charles  Fripp, 
B.A.,  of  Bristol,  who  married  a  daughter  of 
Nicholas  Pocock  of  that  city,  the  painter  of 
marine  scenes  and  naval  engagements,  and  one 
of  the  founders,  in  1804,  of  the  Society  of 
Painters  in  Water-Colours.  To  further  show 
the  artistic  tendencies  of  the  family,  it  may  be 
mentioned  that  Fripp's  paternal  grandfather 
was  a  collector  of  Dutch  and  other  pictures. 

It  is  interesting  to  note  that  the  Rev.  S.  C. 
Fripp,  who  had  declined  preferment  in  the 
Church  of  England,  occasionally  assisted  the 
well-known  Unitarian  minister.  Rev.  Dr.  Lant 
Carpenter,  at  Lewin's  Mead  Chapel,  Bristol, 
and  acted  as  honorary  organist  there.  As  a 
small  boy,  George  attended  a  Quaker  school  in 
the  old-world  village  of  Frenchay,  near  Bristol, 
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kept  by  a  Miss  Player.  Next  he  went  to 
Rowland  Hill's  school  at  Birmingham,  where  he 
said  the  boys  ruled  themselves  ;  and  then  to  the 
school  of  the  Rev.  W.  Field  at  Leam  House, 
near  Leamington.  In  March,  1846,  Fripp 
married  Miss  Mary  Percival,  and  they  first 
lived  in  London  at  3,  Lidlington  Place,  near 
the  Hampstead  Road.  That  great  draughts- 
man, the  late  Charles  E.  Fripp,  A.R.W.S., 
artist  correspondent  of  The  Graphic  in  several 
African  and  other  campaigns,  was  the  sixth, 
and  Mr.  Thomas  W.  Fripp,  the  eminent 
Canadian  water-colour  painter,  is  the  youngest 
of  the  twelve  children  of  that  marriage,  and 
Mr.  Paul  Fripp,  A.R.C.A.,  is  a  grandson. 

When  quite  a  small  boy  George  evinced 
marked  taste  for  art,  and  before  he  was  four- 
teen he  showed  a  strong  desire  to  become  an 
artist.  His  father  let  him  read  in  his  library, 
and  have  a  few  lessons  in  oil  painting  from 
J.  B.  Pyne,  of  Bristol  (1800-1870) ;  but  his  chief 
art  master  was  Samuel  Jackson  (1794-1869), 
often  called  the  ** father"  of  the  Bristol  School 
of  Landscape  Painters. 

For  several  years  Fripp  worked  in  Bristol 
at  portraits  in  oil,  but  afterwards  confined  his 
attention  for  the  most  part  to  landscape  in  the 
water-colour  medium.  Meanwhile,  he  had 
become  a  friend   and   sketching  companion  of 
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William  J.  Miiller*  After  they  had  travelled 
together,  in  1834,  in  Belgium,  the  Rhine, 
Switzerland  and  Italy,  Fripp  did  several  large 
landscapes  in  oil  colours.  Three  of  these,  in- 
cluding his  Durham  from  the  South,  appeared  at 
the  Royal  Academy  between  1838  and  1844. 
In  1838  there  was  his  Tivoli ;  in  1843  In  the 
Via  Mala — Pass  of  theSplugen  ;  and  in  1848  the 
better-known  Mont  Blanc  from  near  Cormayeur 
(sic) — Val  d'Aosta.  The  artist  was  gratified  to 
know  that  Turner  spoke  in  high  praise  of  his 
**Mont  Blanc."  This  fine  picture  hangs  in  the 
Walker  Art  Gallery  at  Liverpool.  In  the 
Ashmolean  Museum  at  Oxford  there  is  a  large 
water-colour  drawing  by  Fripp,  Mont  Blanc  from 
the  Allee  Blanche,  which  is  also  on  the  Italian 
side.  This  may  be  the  Allee  Blanche,  Mont 
Blanc,  exhibited  at  Pall  Mall  in  1849. 

His  painting  of  Tivoli,  dated  1837,  attracted 
some  attention  at  the  R.A.  in  1838,  and  in  1911 
was  bequeathed  to  the  Bristol  Art  Gallery.  It 
was  stated  in  The  Athenceum,  1896,  p.  569,  that 
**  it  seems  to  have  been  a  *  composition.' "  That 
may  be,  but  it  is  not  so  described  in  Algernon 
Graves'  R.A,  Exhibitors.  It  is  an  almost  square 
canvas,  somewhat  dark  and  heavy,  particularly 
in  the  abundant  foliage,  but  the  prominent  and 
pleasing  waterfall  has  considerable  luminosity 
and  character. 
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English  landscape  painting  is  the  richer  since 
George  Fripp  adopted  the  medium  of  water- 
colour,  for  not  only  do  very  many  of  his  water- 
colour  drawings  show  strength  and  a  depth  of 
colour  (rather  overpowering  in  several  of  his 
landscapes  in  oil,  which  are  almost  more  Conti- 
nental than  British  in  style),  but  a  refinement  of 
feeling  and  much  atmospheric  effect.  There  is 
also  evident  at  all  periods  great  fidelity  to  what 
he  saw  and  felt  in  Nature,  so  that  almost  all  his 
drawings  are  at  once  true,  unostentatious,  and 
remarkable  for  accurate  draftsmanship.  As 
a  strong  draftsman  he  resembled  his  friend 
Miiller,  who,  however,  was  less  strict  in  ad- 
hering to  topographical  exactitude.  In  the 
words  of  Mr.  A.  J.  Finberg,*  Miiller's  **  view 
of  Nature  is  rather  melodramatic  than  genuinely 
poetical.  His  slightly  superficial  treatment  is 
better  suited  to  subjects  with  which  we  have  a 
superficial  acquaintance.  Hence  his  Eastern 
sketches  have  generally  been  more  admired  than 
his  drawings  and  paintings  of  English  subjects." 

In  1841,  after  Fripp  had  exhibited  several 
pictures  at  the  Fine  Arts  Academy  in  Bristol 
(the  forerunner  of  the  Royal  West  of  England 
Academy,  and  founded  by  Mrs.  Ellen  Sharpies, 
of  Bath),  he  removed  to  London ;   and  having 

•  The  English    Wattr-Colour  Painters,  1905,  p.  164. 
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George  A.  Fripp 

Sketched  in  1834.  -hen  there  w.th  William  Muller 

In  H.  Stuart   Thojnpsoris  Collection 


submitted  a  few  probationary  drawings,  he  was 
at  once  elected  an  Associate  of  the  Society  of 
Painters  in  Water-Colours.  He  began  his 
Associateship  in  1841  with  views  from  the 
Bristol  district,  viz. :  St.  Vincent's  Rocks ; 
Clifton,  Moonlight ;  View  on  the  Avon;  and  Scene 
on  the  Avon  near  Bath.  There  were  also  three 
Continental  subjects,  viz.  :  Heidelberg,  Via  Mala 
Pass,  and  Tivoli.  In  1842,  he  sent  Tenby  Castle 
and  Caerphilly  Castle,  three  views  of  Durham, 
and  four  Thames  subjects,  the  first  of  a  very 
long  series.  In  1844,  appeared  the  first  of  many 
Yorkshire  views,  viz.  :  Richmond  Castle  and 
Bolton  Abbey.  Of  these  last  two  subjects  he 
made  many  subsequent  drawings. 

Fripp  became  a  full  Member  of  the  Society 
in  1845.  He  held  the  post  of  secretary  from 
1848  to  his  resignation  in  1854,  through  pressure 
of  other  work  and  a  growing  family.  Again,  in 
1864,  he  filled  a  gap  until  William  Callow  took 
the  post  in  1865.  Meanwhile,  Fripp  had  shown 
seven  landscapes  in  oil  at  the  British  Institution, 
including  the  large  Scene  in  the  Via  Mala,  and 
four  at  SuflFolk  Street  (The  Society  of  British 
Artists,  now  the  R.B.A.) 

At  the  old  Water-Colour  Society,  George 
Fripp's  total  in  fifty  years  was  581  drawings. 
As  pointed  out  by  Cosmo  Monkhouse  (The 
Academy,   1895),    in    his    review    of   Algernon 
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Graves'  Dictionary  of  Painters,  1895  edition, 
there  were  at  least  twenty-four  artists,  each  of 
whose  total  exhibited  works  exceeded  500.  The 
highest  is  Copley  Fielding  with  1,789,  next 
Wm.  Callow  with  1,221  (down  to  1893). 
W.  GoUingwood  Smith,  if  we  include  his  369 
frames  of  sketches  and  studies  at  winter 
exhibitions,  was  the  only  other  artist  who 
reached  four  figures,  but  David  Cox  came  near 
with  973. 

As  already  stated,  George  Fripp  in  early  life 
was  one  of  those  painters  who  came  under  the 
direct  influence  of  that  short  -  lived  genius, 
WiUiam  James  Muller*  (1812-1845).  His  friend- 
ship with  Miiller  was  strengthened  during  a 
seven  months'  tour  on  the  Continent  in  1834. 
In  Solly's  Memoir  of  the  Life  of  William  J. 
Muller,  1875,  much  of  interest  can  be  found  in 
reference  to  this  tour,  and  most  of  the  facts 
concerning  it  were  furnished  by  Fripp  himself. 
The  catalogues  of  the  *'01d"  Society  afford 
other  means  of  tracing  the  districts  which  they 
visited.  A  series  of  these  catalogues,  issued 
from  1847-1861,  in  my  possession,  abound  in 
interesting  data  concerning  an  important  period 
in  the  history  of  the  Society,  and,  indeed,  of 
British  Water-Colour  Art. 

•Erroneously  called  Wm.  John  Muller  in  Diet.  Nat.  Biograph. 

(Suppl.  1909). 
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AN    OLD    MANOR    HOUSE 
George  A.   Fripp 


It  is  chiefly  because  neither  Roget  nor,  we 
beheve,  any  writer  on  George  Fripp  gives  any 
particulars  of  any  Continental  tour  he  made 
(and  several  writers  have  merely  mentioned 
•*  Italy"  or  **  Switzerland  and  Italy")  that  I 
have  gone  into  some  detail  in  sketching  Miiller 
and  Fripp's  itinerary.  Are  not  geographical 
facts  and  dates  two  most  important  things  in 
studying  the  lives  of  painters  and  their  work, 
and  in  establishing  the  identity  of  certain 
drawings  and  paintings? 

William  J.  Muller,  aged  22,  and  George 
Fripp,  a  year  younger,  started  from  Bristol 
early  in  July,  1834,  for  their  first  Continental 
visit.  It  was  this  tour  that  had  such  important 
influence  on  the  lives  of  both.  After  a  week  in 
London,  they,  on  July  12th,  took  steamboat  for 
Antwerp,  where  and  on  the  Scheldt,  they 
sketched.  They  proceeded  to  Brussels  and 
Liege,  Fripp  informed  Solly  that  **all  the 
sketches  made  in  Belgium  were  in  black-lead 
pencil  on  white  or  tinted  paper,  but  they  opened 
their  colour-boxes  occasionally  ....  on  the 
banks  of  the  Rhine."  From  Liege  they  svent 
to  Aix-la-Chapelle,  and  thence  to  Cologne. 
There,  at  Miiller's  suggestion,  because  neither 
knew  German  well  and  they  feared  being 
victimised,  they  bought  what  was  needful  to 
disguise  themselves  as  poor  art  students.  Thence 
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they  went  to  Konigswinter  and  the  Drackenfels, 
Andernach,  Coblentz,  St.  Goar  (a  week), 
Mayence,  Heidelberg  (a  more  prolonged  stay), 
Strasbourg,  the  Black  Forest,  where  they 
sketched  fir  trees,  Freybourg,  and  thus  to  the 
Falls  of  the  Rhine  at  SchafFhausen. 

They  reached  Zurich  on  August  25th,  and 
sketched  there  for  two  days ;  then  they  spent 
ten  days  about  Lake  Wallenstadt.  Next  they 
visited  Goire  and  Thusis,  near  the  entrance  to 
the  famous  Gorge  of  the  Via  Mala,  and  thus  to 
Spliigen  at  the  head  of  the  Pass.  The  writer  has 
an  interesting  drawing,  17i  ins.  by  11  ins.,  of  this 
limestone  gorge  in  subdued  colours  and  much 
pencil  shading,  with  the  light  on  the  waterfall 
intensified  by  Chinese  white  (scratched  out  on 
the  torrent  below),  and  signed*  In  the  Via  Mala^ 
George  A.  Fripp.'  A  pencil  sketch  by  MuUer  of 
the  same  subject  and  size  was  shown  at  the  Miiller 
Exhibition  in  Birmingham,  1896.  In  1849, 
among  the  five  Swiss  or  other  Alpine  views 
exhibited  by  Fripp  at  the  O.W.C.S.,  was 
No.  128,  In  the  Pass  of  the  Spliigen,  Switzerland. 
After  several  days  at  Spliigen,  MuUer  and 
Fripp  went  over  the  Pass  and  down  the  Italian 
side  to  Ghiavenna.  Wanting  to  see  much  of 
Italy  during  Autumn,  they  pressed  on,  skirted 
Lake  Gomo  and  thence  to  Baveno  on  Lago 
Maggiore.     At   the  charming  Isola  Bella  they 

i8 


made  many  important  sketches.  Fripp  had  two 
Maggiore  subjects  exhibited  in  1855  and  1858, 
and  Sir  Alfred  Fripp  has  a  fine  oil  painting  of 
Lago  di  Maggiore  by  his  uncle,  which  has  the 
influence  of  Wm.  Miiller  stamped  upon  it. 

They  reached  Milan  on  September  19th,  and 
thence,  partly  on  foot,  they  passed  Lago  di 
Garda  and  came  to  Verona.  From  that  city 
they  made  a  leisurely  tour  through  the  plains. 
From  Cenza  and  Padua  they  arrived  at  Venice 
on  Michaelmas  Day,  and  remained  two  months 
at  an  albergo  opposite  the  Dogana,  and  abutting 
on  the  Grand  Canal.  Most  of  their  sketches 
were  made  from  a  hired  gondola.  Solly  remarks 
upon  the  extreme  beauty  of  those  Venetian 
sketches  by  Miiller.  Of  George  Fripp's 
Venetian  subjects  we  have,  unfortunately, 
seen  none. 

On  November  22nd,  Miiller  and  Fripp 
started  for  Florence  via  Bologna,  which  town 
impressed  them  much.  At  Florence,  Miiller 
was  so  absorbed  with  the  Pitti  and  the  Uffizi 
and  the  monumental  buildings  that  he  made 
only  one  or  two  sketches  during  the  few  days 
there.  Enchanted  as  Muller  was  with  Florence, 
Fripp  said  that  his  companion  **  liked  best  those 
places  where  he  sat  and  sketched.^^ 

They  spent  Christmas  at  Rome,  where  they 
arrived  at  the  end  of  November.     While  there, 
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they  visited  the  Campagna  and  Tivoli,  places 
that  have  attracted  so  many  artists.  At  Tivoli 
they  **  sketched  all  day  for  three  weeks." 
Returning  to  Rome  towards  the  middle  of 
January,  1835,  already  by  the  16th  they  had 
started  to  embark  on  a  steamer  for  Marseilles. 
But  their  plans  were  frustrated  by  a  prolonged 
storm,  and  after  delay  at  Leghorn,  they  left  for 
Turin,  crossed  the  Mont  Cenis  Pass  and  arrived 
at  Chamb6ry  in  Savoy  on  February  1st.  Solly 
made  a  slight  inaccuracy  in  saying  **then 
crossing  into  Switzerland  (sic)  by  the  Mont 
Cenis  Pass,  they  arrived  at  Chambery."  By 
diligence,  via  Lyons,  they  reached  Paris  on 
February  6th,  and  at  once  travelled  back  to 
England  in  very  severe  weather. 

To  Fripp's  visit  to  the  Continent  with 
MuUer  **may  be  ascribed  part,  at  least,  of  that 
fine  sense  of  style  and  an  unusual  reticence  and 
purity  of  taste,"  which  a  writer  in  The  Athenceum^ 
1896,  had  among  others  **so  often  admired  in 
Fripp's  exhibits  in  the  gallery  in  Pall  Mall." 

Let  us  now  continue  our  artist's  career  in 
England.  In  Sir  Alfred's  collection  is  one  of 
the  finest  drawings  executed  by  George  Fripp 
in  the  Bristol  district.  It  is  dated  1840,  and  is 
a  large  water-colour  of  Nightingale  Valley^  Leigh 
Woods,  looking  across  the  Avon  to  St.  Vincent's 
Rocks  and  the  Observatory,  where  the  Bristol 
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artist,  Wm.  West  (1801-1861)  lived  from  1832. 
Rabbits  gambol  on  the  rocks  on  the  right,  and 
big  stones  are  strewn  about  the  steep,  rough 
path.  (Fortunately  that  path  is  still  rough,  but 
the  rabbits  have  gone.)  Trees  on  the  left  are 
lit  up  and  yellowish  by  reason  of  the  afternoon 
sun,  darker  on  the  right  because  in  the  shade  of 
the  high,  rocky  bank  above,  which  is  out  of  the 
range  of  the  picture.  The  subject  is  very 
similar  (but  more  pleasing  because  less  square) 
to  Samuel  Jackson's  St.  Vincent's  Rocks  from 
Nightingale  Valley  at  the  Victoria  and  Albert 
Museum,  and  reproduced  in  The  Connoisseur, 
1926,  p.  168.  At  that  time  Fripp  showed  some 
indication  of  his  former  master's  characteristic 
rendering  of  massed  trees. 

Careful  study  of  catalogues,  the  dates  of 
certain  pictures,  and  the  itinerary  of  Muller 
and  Fripp  in  1834  shows  that  Fripp  must  have 
visited  the  Alps,  and  especially  Mont  Blanc,  the 
Dents  du  Midi  and  Lake  of  Geneva  at  a  later 
period  than  1834.  This  is  confirmed  by  members 
of  his  family,  who  tell  me  that  a  subsequent  visit 
to  the  Continent  was  on  the  occasion  of  his 
wedding  tour  in  1846.  Among  the  places  where 
he  made  sketches  was  the  delightful  neighbour- 
hood of  Courmayeur,  on  the  Italian  side  of 
Mont  Blanc.  Several  of  these  drawings  were 
afterwards   used  as  subjects  for   important   oil 
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paintings,  two  of  which  have  already  been 
mentioned.  Near  Montreux,  on  the  Lake  ot 
Geneva,  he  made  a  beautiful  water-colour 
drawing  of  a  Waterfall  by  Moonlight.  This  is 
signed  and  dated  1846,  and  belongs  to  one  of  his 
grandsons.  The  story  is  that  after  a  terrific 
thunderstorm  and  torrential  rain  by  night,  Fripp 
watched  the  moon  break  through  the  clouds 
and  light  up  a  waterfall  pouring  from  the  rocky 
heights  above.  He  painted  it  then  and  there, 
and  would  never  sell  the  picture. 

Nevertheless,  Fripp's  Alpine  pictures  seem 
to  be  remarkably  scarce,  and  not  many  were 
exhibited.  To  what  extent  he  felt  at  home  in 
attempting  to  depict  a  strictly  Alpine  scene  we 
cannot  tell.  Perhaps,  like  many  another  clever 
painter  who  had  tried,  he  found  it  impossible  in 
his  sketches  to  do  justice  to  the  wonderful 
eflFects  of  liquid  colour,  stupendous  heights  and 
depths,  intense  sunlight  and  strong  shadow  upon 
snow  and  ice  at  great  altitudes.  But  how  many 
painters  were  there  in  any  country  who,  before 
1850,  succeeded  in  conveying  both  the  atmo- 
sphere and  the  majesty  of  the  high  Alps  at  close 
quarters?  Samuel  Jackson,  who  succeeded  far 
better  than  his  son  (S.  P.  J.),  did  not  visit 
Switzerland  until  1855  and  1858,  and  his  fine 
Alpine  subjects  are  few  and  hardly  known  ; 
WiUiam  CoUingwood  and  Mr.  B.  J.  M.  Donne 
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had  not  yet  started  their  exquisite  Alpine  work; 
E.  T.  Compton  was  then  only  a  year  old ;  and 
the  work  of  J.  R.  Cozens  and  of  Turner  in  the 
Alps  is  in  quite  a  different  category. 

I  am  informed  that  before  his  marriage,  in 
1846,  Fripp  painted  at  least  two  subjects  at 
Hachenburg  in  the  then  Duchy  of  Nassau, 
while  on  a  visit  to  his  brother,  Dr.  H.  E.  Fripp, 
who  at  that  time  was  engaged  in  mining 
engineering  at  Hachenburg.  One  of  these  is 
reproduced  herein.  Another  is  a  fine  archi- 
tectural scene  of  the  Old  Square  at  Hachenburg, 
and  belongs  to  his  daughter,  Mrs.  Herbert  W. 
Wills,  to  whom  we  are  indebted  for  the  loan  of 
a  portrait  of  her  father. 

By  about  the  year  1850,  Fripp  had  won  his 
way  to  public  favour,  and  the  estimation  of 
connoisseurs  (fide  Roget).  In  that  year  David 
Cox  wrote  to  N.  Neal  Solly,  who  published  the 
statement  in  his  life  of  that  artist — "G.  Fripp 
has  some  very  carefully-finished  landscapes, 
which  are  very  good  and  are  much  liked."  The 
O.W.C.S.  Catalogue  of  1850  comprises  just  a 
score,  eight  being  Dorset  scenes  (Swanage, 
Lulworth,  Ulwell,  Poole,  etc.),  six  of  the 
Thames  and  Brent,  three  of  or  near  Bolton 
Abbey,  and  one  each  of  Wookey,  in  Somerset, 
Oaks  in  an  Old  Deer  Park,  and  Ravine  in  the  Dent 
du  Midi:     Valley  of  the  Rhone.      The   Dorset 
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subjects  were  the  first  from  that  county  shown 
by  him. 

The  year  1857  was  the  first  in  which  drawings 
of  the  Scotch  Highlands  were  exhibited  by  Fripp. 
These  were  five  Perthshire  scenes,  in  addition 
to  various  EngHsh  landscapes.  In  the  'fifties 
many  of  his  works  were  from  the  neighbourhood 
of  Leigh,  Hadley  Castle,  etc.,  in  the  South  of 
Essex — a  number  of  them  being  Essex  coast 
scenes.  During  the  middle  of  that  decade  the 
claims  of  an  increasing  family  demanded  great 
attention  to  professional  work,  and  he  spent 
some  of  his  time  in  teaching.  In  or  about  1854 
Mr.  and  Mrs.  Fripp  moved  to  56,  Camden 
Square,  where  they  lived  ten  years.  Mean- 
while, he  continued  to  visit  Perthshire  and 
Argyllshire. 

His  broad  and  breezy  drawings  of  Scotch 
moorland  and  mountain  scenery  became  as 
much  an  annual  feature  of  the  exhibitions  at 
Pall  Mall  as  his  Thames  themes.  Consequently 
he  received  a  command  from  Queen  Victoria  to 
visit  Balmoral  in  1860,  and  make  sketches  of 
the  Castle  and  its  neighbourhood.  Afterwards 
he  went  further  north  and  sketched  the  wild 
and  rocky  scenery  of  Ross-shire  and  Skye. 
Roget  points  out  that  his  **  sketching  there  and 
elsewhere  has  often  been  accomplished  during 
visits  to  admiring  friends  and  patrons,  at  whose 
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houses  his  genial  society  could  not  fail  to  make 
him  ever  a  welcome  guest." 

It  may  be  interesting  to  remark  incidentally 
that  the  year  1858  (when  landscape  painting  by 
English  water-colourists  was  perhaps  at  its 
second  zenith)  was  extraordinarily  rich  in 
exhibits  of  Continental  drawings  at  Pall  Mall, 
and  probably  elsewhere.  No  less  than  twenty- 
two  members  and  associates  showed  such  work. 
Travel  on  the  Continent  was  becoming  easier 
and  more  popular.  The  Alpine  Club  had  just 
been  founded,  and  Peaks,  Passes  and  Glaciers, 
edited  by  John  Ball,  was  rapidly  becoming  a 
classic. 

In  that  year,  1858,  George  Fripp  showed  his 
Arona,  Lago  Maggiore,  and  the  Church  at  Novara, 
while  his  brother  Alfred  exhibited  eleven  Italian 
themes.  The  other  twenty  were  W.  Colling- 
wood  Smith,  his  cousin  Wm.  Collingwood,  Carl 
Haag,  T.  M.  Richardson,  Wm.  Callow,  John 
Callow,  James  Holland,  Arthur  Glennie, 
Gastineau,  J.  Whichelo,  Samuel  Read,  George 
Rosenberg,  of  Bath,  J.  Burgess,  Jun.,  Wm. 
Evans  (the  catalogue  does  not  say  which  of  the 
two  members  of  that  name),  E.  A.  Goodall, 
J.  D.  Harding,  Jos.  J.  Jenkins  and  F.  W. 
Topham  (Basses  Pyrenees).  In  addition, 
several  members  exhibited  scenes  from  Jersey 
and  Guernsey. 
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Several  of  George  Fripp's  works  were 
characteristically  and,  on  the  whole,  kindly 
commented  upon  by  John  Ruskin  in  his 
**  Notes  on  some  of  the  Principal  Pictures  in 
.  .  .  the  Society  of  Painters  in  Water-Colours, 
1856,  '57  and  '58."  I  am  indebted  to  Mr.  W. 
G.  Gollingwood,  F.S.A.,  Ruskin's  former 
secretary  and  biographer,  for  a  careful  tran- 
scription of  the  notes  bearing  on  George  and 
Alfred  Fripp.  Mr.  Gollingwood  writes  .  .  . 
'*  They  don't  seem  to  be  as  well  known  as  they 
deserve.  I  used  to  enjoy  their  landscape  work 
very  much  in  the  Old  Society  when  I  was 
young  and  they  exhibiting."  Let  us  make  a 
few  extracts  : — 

(1857).  Ruskin  compares  No.  11,  Scene  in 
Glen  Nevis,  by  T.  M.  Richardson,  with  No.  37, 
Fripp's  Scene  at  the  Head  of  Glencoe,  *  *  which  is 
very  true  in  relations  of  sun  and  shadow  colour. 
Mr.  Richardson's  will,  perhaps,  even  after  many 
glances,  be  thought  the  prettier  drawing ;  but 
only  in  Mr.  Fripp's  will  be  seen  the  Highland 
sun  and  air."  Then  of  No.  37,  separately,  he 
remarked  :  "This  drawing  has  just  missed  being 
an  exceedingly  fine  one ;  the  glow  of  red  light 
on  the  hills  on  the  right  is  perfectly  imagined  ; 
the  slightest  more  gradation  in  it,  and  a  purer 
touch  or  two  at  the  brightest  part  would  have 
brought   it   into  great  beauty.      The  cows  are 
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individually  stiff,  but  excellently  put  in  place. 
The  whole  is  full  of  genuine  work,  and  real  look 
of  Highlands."  126,  On  the  Derwent,  near  the 
Entrance  to  Borrowdale :  Evening,  is  absolutely 
warm  with  sweet  sunshine;  but  Mr.  Fripp 
lets  his  colours  get  awkwardly  entangled  at  the 
edges  among  his  distant  hills.  He  ought  to  use 
them  much  more  neatly,  and  keep  them  purer, 
and  draw  more  carefully.  His  aim  in  drawing 
is  very  right  indeed  ;  the  rock  structure  in  those 
Glencoe  masses  being  quite  true,  only  messed  a 
little  in  the  working." 

In  1865,  George  Fripp  removed  to  36  (re- 
numbered 61),  Carlton  Hill,  St.  John's  Wood, 
where  he  built  a  studio,  now  Sir  George 
Clausen's,  and  remained  about  ten  years.  For 
a  while,  in  1875  and  1876  his  household  was 
established  at  Lancing  on  the  coast  of  Sussex, 
while  he  retained  a  small  studio  at  Hampstead. 
Then  he  lived  some  years  at  13,  College  Ter- 
race, Belsize  Park  ;  thence  to  23,  Fairfax  Road, 
and  finally  to  50,  Holmdale  Road,  N.W.,  where 
he  died  on  October  17th,  1896. 

There  was  a  period  of  five  successive  years, 
1870-1874,  when  he  exhibited  nothing  at  Pall 
Mall.  During  that  time,  however  (in  1872  or 
1873),  he  was  elected  a  Member  of  the  Soci^t^ 
des  Aquarellistes  Beiges,  but  resigned  his 
membership     in      1888,      because     unable     to 
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contribute    regularly     to    the     exhibitions     at 
Brussels. 

At  Highgate  he  was  buried  beside  his  wife, 
who  died  in  1887,  and  near  the  grave  of  his  old 
friend  and  schoolfellow,  Edwin  Field.  Besides 
relatives,  among  those  who  attended  the  funeral 
or  sent  wreaths  were  old  friends  like  Alma 
Tadema,  Carl  Haag,  Sir  John  Gilbert,  J.  L. 
Roget  and  other  members  of  the  Royal  Society 
of  Painters  in  Water-Colours. 

To  classify  George  Fripp's  works  into  clearly- 
defined  periods,  subjects  or  especially  treatment 
is  more  or  less  impossible.  He  drew  almost 
every  kind  of  subject,  and  his  landscapes,  which 
largely  predominated,  were  themselves  of  im- 
mense variety.  Writing  in  October,  1896,  his 
son,  the  Rev.  Edgar  I.  Fripp,  said  :  **  There  is 
hardly  a  beautiful  neighbourhood,  from  the 
Highlands  of  Scotland  and  the  Northumbrian 
Coast  to  the  Norfolk  Broads  and  the  flats  of 
Essex,  from  Dover  and  the  Sussex  Downs  to 
Dorset  and  Cornwall,  and  from  the  Bristol 
Channel  to  the  Cader  and  Snowdon  Ranges  and 
the  Lake  District  that  he  did  not  visit  and 
sketch."  We  cannot  do  better  than  follow, 
with  some  slight  alteration  and  enlargement, 
Roget's  three  groups.  **  It  is  hard  to  say  which 
is  the  most  characteristic.  Setting  apart  foreign 
scenery,  chiefly  of  Switzerland  and  the  North 
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of  Italy,  for  the  most  part  the  result  of  early 
tours  abroad,  the  rest  are  characteristically 
British."  With  the  long  series  of  river  scenes, 
mostly  on  the  Thames,  may  be  grouped  a  large 
output  of  rustic  subjects  such  as  farm  buildings, 
watermills,  windmills  (less  often),  fen  scenes  in 
Huntingdon,  salt  marshes  in  Essex,  old  bridges 
in  wood  and  stone,  harvest  scenes  and  sunset 
effects.  To  these  may  be  added  the  numerous 
ruined  abbeys  and  castles  in  Yorkshire,  S. 
Wales,  Kent,  Sussex,  Somerset,  etc. 

Group  two  may  be  limited  to  mountain 
scenery,  chiefly  in  Scotland,  but  also  in  N. 
Wales  and  Yorkshire.  The  comparatively  few 
Alpine  and  high  mountain  subjects  which  he  did 
in  Central  Europe  are,  as  Roget  says,  of  a  class 
by  themselves,  and  apparently  only  two  in  oil 
and  one  in  water-colour  can  be  found  in  public 
galleries. 

To  the  third,  and  last,  group  may  be  placed 
his  careful  delineations  of  cliff  and  rocky  coast 
scenery,  including  studies  on  the  rocky  Cornish 
coast  about  Tintagel,  exhibited  in  and  after 
1867 ;  a  fine  series  of  views  in  Sark,  the  result 
of  visits  in  1871  and  1872;  and  some  earlier 
drawings  on  the  somewhat  less  rocky  coast  of 
Somerset,  chiefly  in  the  neighbourhood  of 
Brean  Down  and  Uphill.  In  this  group  should 
also  go  his  Dorset  views,  chiefly  on  or  near  the 
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coast  about  Lulworth,  Swanage,  Poole,  Corfe, 
and  Blandford  (inland),  and  a  few  of  the  chalk 
cliffs  and  Downs  of  Sussex. 

Well-drawn  animals,  and  figures  less  often, 
were  sometimes  introduced  into  his  landscapes. 
Studies  of  trees,  including  fallen  oaks,  were  on 
occasion  attractively  rendered. 

To  draw  on  Roget  again :  particularly  in 
George  Fripp's  middle  and  later  time  were  his 
water-colour  drawings  **  characterised  by  re- 
fined delicacy  and  tenderness  of  aerial  eftect,  by 
truth  of  colour  and  by  the  learned  breadth  and 
scrupulous  balance  of  their  composition.  There 
is  a  restful  purity  in  his  river  scenes.  His 
delineation  of  mountains  conveys  a  feeling  of 
solidity  and  surface  which  seems  to  add  to  their 
vastness,  and  his  rock  studies  are  true  to  the 
geological  formation.  Like  his  fellow-student, 
Muller,  he  was  somewhat  short-sighted.  He 
paints  transparently  and  with  few  colours, 
soaking  them  well  into  the  paper.  His  early 
drawings,  which  partake  of  the  characteristics 
of  the  Bristol  school,  are  distinguishable  from 
more  recent  works  by  a  greater  darkness  in  the 
shadows.  The  later  are  softer  in  their  grada- 
tions, and  in  them  the  warm  colour  is  more 
generally  diflFused." 

The  only  engraving  after  George  Fripp  that 
came  to   the   knowledge  of  Mr.  Roget  was  a 
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plate  of  Kilchurn  Castle  engraved  by  Wallis  in 
S.  G.  Hall's  series,  The  Queen^s  Gallery  in  the  Art 
Journal,  February,  1868.  In  the  Witt  Library 
at  32,  Portman  Square,  is  a  reproduction  from  a 
Frankfurt  Sale  Catalogue,  1898,  called  Waldland- 
schaft  (timber  cutting  by  a  stream  in  a  wood)  ; 
and  three  very  small  sepia-coloured  engravings 
(2J  ins.  by  IJ  ins.),  believed  to  be  after 
George  Fripp.  One  of  the  twenty-four  repro- 
ductions of  water-colours  in  the  Dixon  Bequest, 
issued  with  biographical  notes  by  the  Bethnal 
Green  Museum,  is  Fripp's  River  Scene  with  a 
Weir^ 

In  the  Introduction  to  Roget's  History  (pp.  2, 
3  and  4),  there  is  an  interesting  and  helpful  dis- 
cussion on  the  question  of  opaque  and  transparent 
pigments,  and  on  the  sensation  produced  in  the 
eye  by  the  reflection  of  light  upon  each  medium 
when  used  on  paper.  **In  practice,  however, 
the  difference  is  a  broad  one  only  .  .  .  No  pig- 
ments are  absolutely  transparent  or  absolutely 
opaque.  All  have  more  or  less  *body,'  as  it  is 
called,  and  it  is  often  hard  to  say  whether  one 
or  the  other  kind  of  colour  predominates  in  a 
given  picture."  And  on  p.  4  he  says,  **  Land- 
scape painting  in  tempera  or  body-colour  was 
practised  as  a  method  distinct  from  transparent 
water-colours,  until  modern  times  in  the  present 
(nineteenth)  century,  when   the   two  kinds   of 
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material  have  frequently  been  combined  in  the 
same  drawing." 

These  facts  are  known  to  every  student  in 
the  history  of  the  development  of  water-colour 
painting,  as  well  as  to  most  artists ;  but  ap- 
parently they  were  not  sufficiently  realised  a 
generation  ago  by  not  a  few  writers  of  memoirs 
on  painters  and  their  work. 

Nearly  all  the  English  writers  of  notices  on 
George  A.  Fripp  in  newspapers  and  periodicals 
appear  to  have  emphasized  that  he  **used  no 
body-colour  and  painted  with  quiet  toned  pig- 
ments known  to  be  permanent,  not,  as  is  so 
much  the  fashion  now  {The  Times,  October  19th, 
1896),  with  an  endeavour  to  rival  oil  paints." 
Granted  that  Fripp's  water-colour  work  was 
mostly  in  pure  wash  and  frequently  of  beautiful 
transparency  and  atmosphere,  yet  such  state- 
ments may  convey  a  sHghtly  wrong  impression. 
In  the  first  place  there  are  indications  that  he 
probably  often  put  a  little  Chinese  white  into 
the  water  used  when  painting,  in  order  to  deepen 
the  eflfect,  as  many  painters  did  and  others  still 
do. 

But  in  a  considerable  number  of  his  works 
the  further  use  of  body-colour,  and  especially 
Chinese  white,  is  quite  evident,  though  it  never 
stares  one  in  the  face,  for  it  was  used  in  strict 
moderation  and  often  in  thin  washes.     Though 
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he  sometimes  took  out  lights  in  other  ways,  he 
did  not  often  scratch  out  the  high  Hghts,  as  was 
done,  e.g.,  in  the  front  of  stream  and  foliage  in 
his  St.  Hachenburg,  Nassau. 

The  only  example  of  his  work  at  the  British 
Museum,  it  is  in  the  Print  Room,  is  a  pleasing 
and  powerful  drawing,  signed  but  undated,  of 
Poole  Harbour,  from  the  Heath  above  Studland. 
The  high  lights  are  taken  out,  but  there  is  a 
good  deal  of  body-colour  in  the  front  half  of  the 
picture.  The  harbour  and  low  hills  beyond 
indicate  considerable  washing  out  and  softening 
with  the  sponge. 

Very  often  Fripp  merely  used  body-colour 
in  depicting  some  animal  in  mid-distance  or 
plants  in  the  foreground ;  e.g.,  among  his  draw- 
ings at  the  Victoria  and  Albert  Museum  is  A 
Country  Church,  dated  1845.  As  Samuel  Red- 
grave says  in  his  Descriptive  Catalogue  of  Water' 
Colour  Paintings  in  the  South  Kensington  Museum, 
(1877),  it  is  *'painted  in  transparent  colour,"  but 
he  does  not  mention  the  admittedly  small  point 
that  the  docks  in  the  foreground  have  two  red 
flower-spikes  rendered  in  body-colour.  A  good 
copy  of  this  drawing,  signed  W.  P.  1878,  can  be 
found  in  the  mounted  collection  of  drawings  in 
the  Students'  Room. 

It  is  unnecessary  to  give  further  examples  of 
Fripp's   occasional   use    of    body-colour   in   his 
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finished  drawings,  nor  does  one  presume  to  sug- 
gest that  such  limited  and  strictly  partial  use  of 
opaque  white  does  anything  but  increase  the 
strength  and  eflFect  aimed  at.  In  his  later  period, 
as  far  as  our  knowledge  goes,  there  was  little 
evidence  of  this  use.  His  brother  Alfred,  whose 
work  is  so  delicate  and  tender,  used  Chinese 
white  in  his  earlier  period,  as  we  shall  see  later. 

The  reader  is  referred  to  Samuel  Redgrave's 
interesting  dissertation*  in  1877  on  the  use  of 
opaque  white,  after  a  white  pigment  of  greater 
purity  which  did  not  suffer  from  atmospheric 
influences  was  obtained.  He  pointed  out  how 
'*  artists  began  to  rely  on  it  more  and  more,  and 
by  its  means  to  add  delicate  drawing  of  form 
.  .  .  and  to  gain  contrast  and  variety  by  oppo- 
sition to  the  pure  brilliancy  and  richness  arising 
from  transparent  colouring  in  other  parts." 
Did  not  the  end  justify  the  means  ? 

George  Fripp's  water-colour  drawing  of 
Tintern  Abbey  and  Aaron  Penley's  Landscape 
were  the  only  pictures,  other  than  a  few  por- 
traits in  oil  and  water-colour,  hung  in  the  Room 
illustrative  of  the  period  of  1852  (Room  C)  in  the 
Palace  of  Arts  at  the  British  Empire  Exhibition 
at  Wembley  in  1924.     Fripp's  picture  was  lent 


*  Hater-Colour  Paintings  in  the  South  Kensington  Museum,  1877, 

pp.  58-60. 
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by  Mr.  H.  S.  Goodhart-Rendel,  who  designed 
the  room. 

A  friend  in  Clifton  has  shown  me  an  in- 
teresting unsigned  water-colour  drawing  of  the 
Dorset  Coast  by  George  Fripp,  which  a  former 
owner  had  bought  under  the  hammer  at 
Christie's  as  a  Copley  Fielding.  The  well- 
timbered  park-like  foreground  might  well  be 
the  work  of  Copley  Fielding  or  Samuel  Jackson 
— indeed,  the  trees  are  uncommonly  like  those 
of  Jackson — who,  it  will  be  remembered,  gave 
Fripp  lessons  ;  but  the  characteristic  rendering 
of  the  deer  in  the  picture,  small  though  they  are, 
at  once  denotes  the  hand  of  Fripp.  The  peep 
of  blue  sea  and  the  sky  are  charmingly  delicate, 
and  might  suggest  the  work  of  either  of  the 
Fripps  in  Dorset. 

Perhaps  the  most  attractive,  the  most 
luminous  and  altogether  beautiful  water-colour 
drawing  by  Fripp  which  I  have  seen  is  of  his 
later  Dorset  period,  and  is  inscribed  on  the  back 
by  the  artist:  **On  the  Coast  of  Dorset,  view 
looking  across  Studland  Bay."  A  very  com- 
plete and  highly-finished  water-colour,  in  which 
the  magnificent  blue  of  the  sea  is  enhanced  by 
the  quiet  golden  light  of  the  evening  sun,  throw- 
ing into  relief  the  formation  of  the  down,  and 
contrasting  with  vivid  brilliancy  the  white  chalk 
of  the  ''Old  Harry"  rock.     The  distance,  with 

35 


a  fine  sky  of  cumulus  and  cirrus  clouds,  is 
rendered  with  superb  quality.  It  belongs  to  the 
artist's  grandson,  Mr.  Paul  Fripp,  A.R.G.A., 
Director  of  Art  at  the  Cheltenham  Ladies' 
College,  to  whose  well-known  skill  with  the 
camera  we  are  indebted  for  a  good  photograph 
of  the  picture.  I  have  also  to  thank  Mr.  Paul 
Fripp's  father  for  reading  my  MS.  and  adding 
the  note  below. 


NOTE  BY  REV.  EDGAR  I.  FRIPP. 

My  father's  work  was  like  himself — simple, 
truthful,  independent,  strong.  Four  water-colour 
drawings  (he  always  called  them  *' drawings") 
long  known  to  me  will  illustrate  this,  represen- 
tative of  different  periods  in  his  long  and 
strenuous  life. 

In  the  **Blue  Bird,"  painted  in  1840  when  he 
was  eighteen  years  old,  he  seems  to  revel,  as  his 
master.  Turner,  did  in  his  early  work,  in  the 
beauty  and  mystery  of  Darkness.  Into  a  thickly- 
wooded  dell,  at  Stapleton  near  Bristol,  flows  a 
darkening  stream.  Sunshine  is  in  the  heavy 
clouds  above,  and  on  the  trees  and  the  bank  in 
the  foreground.  Following  the  stream  into  the 
recesses,  and  brilliant  against  a  black  patch  of 
silent  deep  pool,  is  the  flashing  blue  of  a 
kingfisher. 
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More  than  a  quarter  of  a  century  later  he 
produced  the  **Studland  Bay"  so  justly  described 
by  you.  Sunshine  and  shadow  are  powerfully 
blended,  richness  of  colour  and  strength  of  form. 
Man  is  there  also,  with  his  work  and  his  worship, 
breaking  the  solitude.  A  shepherd  (he  loved 
shepherds  as  fellow-labourers)  gazes  thought- 
fully at  the  scene  we  admire. 

Later  is  a  harvest-landscape,  I  think,  at 
Goring-on-Thames.  Shocks  of  golden  corn 
are  in  the  fields.  Man's  labour  and  life  are 
more  than  suggested  in  these  symbols  of  wealth 
and  a  distant  village  under  the  downs.  Sunshine 
is  abroad  and  triumphant — the  principal  shadows 
are  from  the  familiar  row  of  immemorial  elms. 

Last  is  a  small  but  great  picture  painted 
in  the  old  artist's  eightieth  year.  The  sun  rises, 
I  believe,  over  a  Norfolk  flat.  Man  is  at  rest — 
a  gate,  a  farm  house  in  the  distance,  a  church- 
tower  afar  off,  seem  asleep.  The  sun  is  scarcely 
awake,  flinging  its  glory  in  peaceful,  dreamy 
infinitude  over  the  world.  A  flower  or  two 
open,  a  couple  of  crows  glisten  in  the  foreground. 
It  is  a  lovely  thing,  mighty  in  its  gentleness,  an 
effort  to  comprehend  the  light. 
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ALFRED    DOWNING    FRIPP 

(1822-1895). 


HIS  LIFE  AND  WORK. 

Alfred  Downing  Fripp  was  born  at  Bristol, 
22nd  April,  1822.  The  sixth  child  of  the  Revd. 
Samuel  Charles  Fripp  and  of  his  wife  Mary 
Ann  (n6e  Pocock).  He  was  married  twice.  In 
1849  to  Anne  Dalton  Allies,  who  died  the 
following  year,  and  in  1861  to  Eliza  Banister 
Roe.  He  had  three  daughters  and  three  sons, 
of  whom  his  eldest  daughter,  Mrs.  Penny,  his 
third  daughter.  Lady  Hale- White,  and  his  eldest 
son  Sir  Alfred  Fripp,  the  surgeon,  are  still 
living. 

Alfred  Fripp  died  at  Hampstead,  13th 
March,  1895,  from  complications  following  in- 
fluenza, and  his  wife  and  youngest  son  were 
carried  off  by  the  same  epidemic  within  the  next 
ten  days.  They  are  all  three  buried  at  Tarrant 
Rushton,  a  small  village  in  the  heart  of  their 
beloved  Dorset. 

From  early  boyhood  Alfred  was  constantly 
copying  or  drawing  from  Nature.  Lady  Hale- 
White  has  shown  me  sketch-books  used  by  her 
father  when  a  mere  boy.  From  the  first  the 
drawings  are  distinguished  by  great  facility  and 
delicacy   of   touch.      There    are    many    pencil 
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sketches  done  in  the  Leigh  Woods,  near  Bristol, 
occasionally  touched  with  Chinese  white.  A 
water-colour  sketch  of  pollard  willows  is  not 
unlike  George  Fripp's  early  work ;  and  some 
rapid  studies  of  gorse  bushes  on  the  sandy  soil  of 
Hampstead  Heath,  signed  and  dated  1841,  show 
that  by  the  age  of  nineteen  he  had  become 
an  artist  of  promise. 

Like  his  brother  George,  he  came  early 
under  the  influence  of  William  J.  Miiller,  to 
whom  Roget  tells  us  **he  was  indebted  for  his 
first  knowledge  of  art."  Some  of  Alfred  Fripp's 
earliest  outdoor  pencil  and  other  sketches  done 
in  the  Clifton  and  Bristol  district  already  in- 
dicated something  of  the  powerful  directness  of 
Muller's  untouched  studies,  and  was  it  not  in  his 
outdoor  sketches,  rarely  touched  in  the  studio, 
that  the  hand  of  genius  was  chiefly  shown  ?  Did 
not  Miiller  once  say  of  a  sketch  **  Left  for  some 
fool  to  finish  and  spoil."  Whether  Alfred  Fripp 
actually  had  any  lessons  from  Samuel  Jackson 
is  uncertain,  but  we  believe  not.  Jackson  did 
not  do  very  much  teaching. 

Having  in  1840  joined  his  brother  in  London, 
Alfred,  then  only  eighteen,  gained  his  next 
technical  experience  in  Art  partly  from  his 
brother  but  also  at  the  British  Museum  Sculp- 
ture Galleries,  where  he  drew  a  good  deal,  and 
in  the  schools  of  the  Royal  Academy,  to  which 
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he  was  admitted  in  1842.  At  this  time  he  drew 
an  old  Hulk,  not  unlike  some  of  S.  P.  Jackson's. 
At  a  later  period  he  sent  a  Study  of  an  Old  Hulk 
to  the  Water-Colour  Society's  exhibition  in 
1849,  and  the  previous  year  he  had  A  Study  of 
Willows. 

In  1843  Fripp  made  the  first  of  three  visits  to 
the  West  of  Ireland,  with  his  fellow-artists, 
F.  W.  Topham  (1808-1877),  Mark  Anthony 
(1817-1886)  and  Frederick  Goodall  (1822-1904), 
afterwards  R.A.  In  1844  Topham,  who  was  a 
great  friend,  and  whose  pleasing  Irish  studies 
have  some  of  the  same  qualities,  accompanied 
Fripp  on  his  second  tour  in  Ireland.  Lady 
Hale- White  has  a  clever  and  attractive  Irish 
sketch  by  F.  W.  Topham  in  subdued  colours 
and  with  three  figures  introduced.  This  small 
drawing  not  only  resembles  the  work  of  his 
friend  Alfred  Fripp,  but  there  is  also  Cox  and 
Muller  feeling  in  it. 

Early  in  the  year  1844,  Fripp  was  elected  an 
Associate  of  the  Society  of  Painters  in  Water- 
Colours ;  and  only  two  years  later  he  was 
promoted  to  the  rank  of  Member.  His  total 
exhibits  there  was  265.  He  ably  and  indefatigably 
held  the  office  of  Secretary  on  William  Callow's 
retirement  in  1870  until  his  death  in  1895. 
Roget  says  that  when  Fripp  was  elected  an  Asso- 
ciate, **old  Secretary  Hills  expressed  to  him  the 

40 


<    ^  ^ 

'  ^  I 

=^  Q  ^ 

c  "^ 


2< 


u.    -^ 


^ 


pleasure  he  had  had  in  voting  for  the  two  grand- 
sons of  Nicholas  Pocock,  which  he  felt  would 
probably  be  his  last  acts  in  the  Society,  as, 
indeed,  they  were." 

In  1843  Fripp  had  hung  at  Suffolk  Street 
May  Day  and  Children  Overtaken  by  a  Thunder- 
storm; and  the  previous  year  three  of  his 
drawings  were  exhibited  at  that  gallery — viz,^ 
Lavinia,  Sinbad  and  his  Companion  and  a  Study 
from  Nature,  Some  of  his  Irish  themes  were  of 
a  more  sentimental  nature,  and  it  is  not  surprising 
to  find  that  Moore's  Melodies  were  drawn  upon 
for  one  or  two  of  the  motives.  One  of  these 
entitled  Sad  Memories^  was  hung  at  the  Royal 
Academy  in  1848.  It  was  in  oils,  a  medium  in 
which  at  that  time  he  occasionally  practised,  and 
it  was  his  sole  contribution  to  the  R.A.  It  is 
believed  that  his  first  visit  to  Wales  was  in  1844, 
and  a  large  oil  painting  in  Glamorgan  was  one 
of  the  results. 

The  year  1844  saw  seven  of  his  chiefly  Irish 
and  Welsh  figure  subjects  hung  at  Pall  Mall. 
Upon  one  of  these,  The  Poacher's  Hut,  his 
** reputation  may  be  said  to  have  been  founded," 
according  to  F.  J.  Stephens  in  The  Magazine  of 
Art,  1895.  It  **  attracted  warm  and  abundant 
praises  from  artists  of  all  sorts.  This,  and  the 
productions  of  many  succeeding  years,  were 
treated   with   great   firmness   and   a   peculiarly 
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crisp  touch,  not  far  removed  from  the  methods 
of  his  brother,  Pocock,  and  Muller,  and  distinctly 
unlike  his  style  as  it  has  been  recognised  of  later 
years."  By  now  Fripp  had  taken  his  place  as  a 
clever  figure  painter  of  rustic  life,  and  his  ably- 
drawn  and  daintily-coloured  Irish  groups,  which 
are  known  for  their  spirit  and  freshness,  were 
an  appreciated  novelty  in  the  (old)  Society's 
gallery. 

Among  the  finest  of  his  Irish  peasant  scenes 
may  be  mentioned  Irish  Reapers  meeting  their 
Friends  after  harvesting  in  England,  exhibited  in 
1846.  The  spirit  and  freshness  of  the  dancing 
figures  in  this  picture  are  remarkable. 

The  title  of  an  important  but  undated 
example  at  the  Victoria  and  Albert  Museum  of 
Fripp's  Irish  water-colour  paintings  is  entitled 
The  Pet.  A  barefooted  woman  and  child  are 
leading  a  goat  down  a  rocky  path  through  the 
moor,  and  a  young  pet  goat  is  in  the  child's 
arms.  The  fresh  coloured  faces  and  arms  are 
highly  stippled,  and  the  features  are  somewhat 
Welsh  in  character.  Both  landscape  and  figures 
are  almost  entirely  in  pure  wash,  but  there 
is  much  Chinese  white  in  the  goat,  while  the 
brown  bracken,  the  brambles  and  butterfly  in  the 
foreground  are  in  body  colour.  In  the  cleverly 
painted  lichen  -  covered  boulders,  remarkably 
little    opaque    colour    appears.       The    Poachers 
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Alarmed,  signed  and  dated  1844,  hangs  at  the 
Whitworth  Institute  Art  Gallery,  Manchester. 
The  Irish  Piper,  signed  and  dated  1850  (No.  90 
in  the  1850  Catalogue  of  the  O.W.C.S.),  is  a 
large  and  attractive  drawing  which  adorns  the 
Bristol  Art  Gallery.  The  whole  picture  shows 
power  and  virility.  Its  strength  of  colour  and 
contrast  is  increased  by  the  fact  that  all  the  high 
lights  are  rendered  in  Chinese  White.  The 
study  (in  my  possession)  of  one  of  the  central 
figures  in  this  picture  has  but  very  slight  washes 
of  body  colour.  The  two  other  much  smaller 
examples  in  the  Bristol  Gallery  show  the 
same  tendency  in  a  far  smaller  degree  than  in  The 
Irish  Piper.  They  are  the  charming  little  Bird- 
scarer  at  Home,  exhibited  in  1850,  and  the 
delicate  Irish  Peasants,  1844.  This  little  drawing, 
among  others  by  our  artist,  reminds  one  of,  but 
in  drawing  and  in  finish  is  superior  to,  some 
of  Joshua  Gristall's  figure  studies,  particularly  in 
the  slight  and  subdued  colouring  and  the  sense 
of  quiet  dignity  in  the  rustic  figures. 

The  Wood  Scene,  signed  Alfred  D.  Fripp,  '42, 
is  also  at  the  Victoria  and  Albert  Museum. 
Some  body  colour  can  be  seen  here,  as  also 
much  scratching  out  of  high  lights,  and  a  few 
lights  on  the  left  border  of  the  stream  are 
washed  out.  Subdued  greens  and  whites  pre- 
dominate in  this  not  very  attractive  example. 
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Two  pollard  willows  in  the  centre  fill  half  the 
picture,  and  big  Butter-bur  leaves  in  strong  light 
are  on  the  left.  This  drawing,  therefore, 
shows  the  experiments  of  the  artist  when  a 
youth  of  twenty  in  three  methods  of  rendering 
high  lights.  To  merely  leave  the  white  paper 
blank  in  places  was  a  method  not  then  often  used. 

One  at  least  of  his  Venetian  drawings 
executed  after  1851  has  the  high  lights  in  body 
colour.  This  is  an  unfinished  drawing  on  rough 
grey  paper.  It  is  a  bright  and  sunny  picture  of 
the  Grand  Canal,  with  much  clever  detail  in  the 
stonework  and  fresco.  The  Canal  itself  was 
unfinished  and  untouched  with  colour. 

Without  citing  other  instances,  enough  has 
been  said  to  show  that  in  his  earlier  period 
Alfred  Fripp  frequently  used  a  little  opaque 
white.  Practically  all  the  writers  of  memoirs, 
etc.,  upon  Alfred  Fripp  and  his  work  emphasise 
his  abstention  from  its  use,  as  they  did  in  dis- 
cussing George  Fripp's  technique.  This  is 
partly  explained  by  the  fact  that  writers  like 
F.  G.  Stephens  and  J.  L.  Roget  knew  Alfred 
Fripp's  work  thoroughly  during  his  middle  and 
later  period  when  he  had  almost  entirely  ceased 
to  use  Chinese  white,  and  they  doubtless  did  not 
know  which  of  his  works  finally  obtained  a  place 
in  certain  public  galleries,  for  some  of  these  are  of 
more  recent  acquisition. 
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The  Athenceum^  1895,  refers  to  Fripp's  work 
from  1844  and  onwards  during  many  years,  as 
**  painted  with  peculiar  deftness,  a  greater 
brightness  and  a  sharper  definition  than  those  of 
his  later  years.  Their  designs,  too,  displayed 
more  verve  and  movement  than  the  restful  idyls 
of  his  later  career." 

In  1846,  The  Irish  Mother  drew  attention  at 
the  O.W.G.S.,  and  it  was  repeated  in  oils  and 
hung  at  the  British  Institution  in  1848.  The 
drawing  was  afterwards  engraved  by  Francis 
HoU,  R.A. 

The  1851  Catalogue  of  the  (Old)  Water- 
Colour  Society  contains  three  architectural 
scenes  at  Clonmacnoise  in  Ireland ;  and  his 
drawing  of  Clonmacnoise,  dated  1846,  is  at 
Dublin  in  the  National  Gallery  of  Ireland. 

In  1850,  after  Fripp  lost  his  first  wife,  he 
did  some  sketching  in  the  British  Isles  ;  and  later 
that  year  he  went  to  Italy,  where  he  remained 
until  1858,  painting  Roman,  Neapolitan, Venetian 
and  other  themes.  At  Rome  in  1851  he  was 
elected  a  Member  of  the  British  Academy  of 
Arts.  ** Among  his  intimate  acquaintances" 
there  were  Frederick  Leighton,  E.  J.  Poynter, 
George  Aitchison,  Geo.  H.  Mason,  Penry 
Williams,  Arthur  Glennie  and  Carl  Haag.  It 
was  George  Mason  who  lived  with  Fripp  in 
Rome,    and    **to   whom   has    been   ascribed   a 
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certain  change  in  the  latter's  types  and  methods 
of  looking  at  Nature." 

During  this  Italian  period  Fripp  at  first 
chiefly  painted  peasants  and  other  figure  subjects ; 
later  most  of  his  time  was  devoted  to  landscape 
with  or  without  figures.  Already  his  first 
exhibited  Italian  drawings,  A  Neapolitan  Musician 
and  Peasant  Girls  of  Arricia  appeared  at  the  1851 
exhibition  of  the  Water-Golour  Society.  From 
1852  to  1858  every  subject  without  exception 
sent  by  Fripp  to  the  exhibitions  in  Pall  Mall 
was  Italian.  Rome  was  his  headquarters  through- 
out those  years ;  but  from  Rome  he  made  visits 
further  south  to  Naples  for  a  long  period,  and 
to  Capri,  the  Abruzzi  and  Venice. 

Probably  the  largest  and  certainly  the  most 
remarkable  of  his  Italian  drawings  is  Fripp's 
Pompeii — '*  The  City  of  the  Dead''  This  was 
first  hung  at  the  O.W.C.S.  in  1853.  It  was 
repurchased  by  the  artist  more  than  thirty 
years  later,  because  he  wished  to  work  on  it 
again,  and  in  its  present  form  it  was  shown  at 
the  Manchester  Jubilee  Exhibition,  1887.  It 
was  again  sold,  but  has  now  been  acquired  by 
Sir  Alfred.  This  important  picture  is  a  land- 
scape with  no  figures,  and  it  indicated  a  new 
departure  in  which,  however,  the  artist  did 
not  continue.  The  only  live  objects  are 
great   tufts    of   Asphodel    in    the    foreground, 
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with  their  blue-green,  strap-shaped  leaves, 
and  a  bluish-green  snake  crawling  on  the 
bare  ground  to  right  of  the  Asphodel.  A 
wonderful  eflFect  of  light  and  shade  and  strength  is 
indicated  in  the  old  ruins  depicted  in  white,  grey 
and  red,  while  the  shadows  in  the  shallow  water 
are  clean  and  strong,  yet  liquid.  In  the  central 
distance  are  dark  blue  hills.  A  flash  of  lightning 
rends  the  dark  clouds  on  the  left,  and  grey 
billowy  cumulus  clouds  fill  the  right  half  of 
the  sky,  with  here  and  there  a  peep  of  blue. 
Alma  Tadema  considered  the  sky  in  this 
picture  the  best  stormy  sky  he  had  seen  in  a 
water-colour. 

To  the  exhibitions  in  Pall  Mall  from  1852  to 
1858  Fripp  contributed  49  drawings,  all  Italian 
as  previously  stated  ;  but  only  one  of  these. 
The  Brigand's  Wife,  appeared  in  1857.  This 
falling  off"  was  due  to  an  illness  which  kept  him 
to  his  bed  during  the  whole  of  the  previous 
winter.  Up  to  1856  Roget  states  that  he  had 
exhibited  **an  average  of  nine  or  ten  drawings 
since  he  became  a  Member."  After  his  return 
from  Italy  to  England  he  exhibited  a  total  of 
only  eleven  drawings  during  1859,  '60  and  '61. 

I  am  unaware  of  any  Italian  subject  by 
Alfred  Fripp  in  a  public  Museum  ;  nor,  it  is 
thought,  is  there  any  oil  painting  by  him  in  such 
institutions. 
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In  Lady  Hale -White's  collection  is  an  un- 
finished drawing  of  a  Gobbler's  Shop  in  Naples, 
painted  at  some  date  before  1859.  This 
contains  three  handsome  Italian  figures,  beauti- 
fully drawn  and  painted,  and  characteristic  of 
Fripp's  work  at  that  time ;  and  it  is  of  interest  to 
compare  the  treatment  in  minute  detail  of  the 
woodwork  and  still-life  with  the  contemporary 
work  of  Holman  Hunt  and  the  other  Pre- 
Raphaelites. 

After  Fripp's  return  to  England  in  1859,  the 
next  year,  we  find  him  in  Dorset — at  Swanage, 
Lulworth  and  Blandford.  He  and  his  second 
wife  lived  in  Dorset,  and  the  'sixties  were 
largely  spent  in  sketching  about  Blandford 
where  they  resided  from  1861  to  1869,  with 
frequent  summer  sojourns  at  Swanage,  where 
he  painted  every  year  from  about  1860  to  1878, 
and  afterwards  at  Lulworth  for  the  rest  of  his 
life.  It  was  in  Dorset  that  his  chief  work  was 
done.  After  he  was  elected  Secretary  of  the 
Society  of  Painters  in  Water-Golour  in  1870, 
he  removed  to  Hampstead.  That  attractive 
neighbourhood  was  chosen  partly  in  order  to 
be  near  his  friend  Edwin  W.  Field,  the  Society's 
solicitor.  But  nevertheless,  Fripp  contrived  to 
spend  much  time  in  Dorset. 

At  the  Bethnal  Green  Museum  can  be  seen 
two   of  Fripp's   charming    Dorset   scenes  with 
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figures,  viz.:  Fisher  Boys  on  a  Rock,  signed  and 
dated  1863  ;  and  The  Piping  Shepherd,  signed, 
but  undated,  the  scene  being  on  the  Down 
above  Swanage. 

In  the  words  of  Roget :  **  The  drawings  of 
the  Italian  period  possess  a  richness  and  force  of 
colour  which  is  more  subdued,  though  not  less 
harmonious,  in  his  later  works,  under  increased 
refinement  and  more  elaborate  finish,  and  a 
successful  endeavour  to  present  the  delicate 
greys  of  mist-laden  atmosphere  on  our  native 
shore." 

The  Athenceum,  in  1895,  also  remarked  that 
the  British  themes  which  followed  Fripp's 
Italian  pictures  were  **  treated  in  a  less  em- 
phatic, broader  and  more  homogeneous  manner 
than  before  ...  and  marked  •  •  .  the  growth 
of  a  taste  for  opalescent  greys,  a  lower  range  of 
tints  and  tones  of  much  greater  refinement.  We 
are  inclined  to  attribute  a  good  deal  of  this 
change  to  the  influence  of  George  Mason,  who 
lived  with  Fripp  in  Rome  .  .  .  and  still  more, 
perhaps,  to  his  lengthened  sojourns,  the  first  of 
which  occurred  in  1860,  in  Dorsetshire.  .  •  ." 

Young  England — a  Fisher  Boy,  signed  and 
dated  (18)60,  is  the  well-known  title  (because 
reproduced  in  chromo-lithography  and  used  as 
a  prize  by  the  Art  Union  of  London)  of  a 
delightful  rendering  of  a  fisher  boy  on  the  rocks 
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at  Swanage  Bay,  Dorset.  The  boy  wears  a 
blue  jersey  and  fawn-coloured  corduroys.  The 
original  is  at  the  Victoria  and  Albert  Museum, 
and  measures  18  ins.  by  13|  ins.  The  plate  was 
destroyed  after  fifty  impressions  were  struck  oflF. 
The  same  Fisher  Boy,  seated  on  a  seaweed- 
covered  rock,  with  lobster-pots  about,  was  again 
depicted  in  1862  in  exquisite  detail  and  charm  of 
colouring,  especially  of  the  green  and  brown  and 
bronze  seaweed.  Though  the  shadow  of  the 
boy's  hat  falls  halfway  down  his  face,  and  the 
detail  is  minute,  the  whole  treatment  is  soft  and 
refined,  and  typical  of  Fripp's  best  work.  On 
the  left  is  the  delicate  blue  sea,  and  misty  cliffs 
beyond.  This  beautiful  work  of  art  hangs  in 
the  house  of  the  artist's  son. 

In  the  same  collection  are  several  arresting 
drawings  of  Dorset  chalk  cliffs.  One,  signed 
and  dated  so  late  as  1887,  shows  exquisite  re- 
finement of  touch  and  feeling  in  the  warm  grassy 
turf  and  delicate  blue  sea.  Another  (signed  but 
not  dated)  is  called  Bird  Nestings  near  Swanage. 
The  white  chalk  Old  Harry  Rock  stands  out 
against  the  delicate  azure  sea,  which  in  its 
mistiness  on  the  horizon  is  lost  in  the  sky.  The 
Isle  of  Wight  is  a  mere  streak  on  the  horizon. 
To  the  right  seagulls  sail.  A  group  of  four 
children  with  dog,  at  the  top  of  the  cliff,  are 
looking  for  gulls'  nests.  Sheep  in  the  mid- 
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distance  gaze  alert  at  the  children  on  the  edge 
of  the  cliflF.  The  turf  has  assumed  that  delicate 
yellow  sometimes  seen  in  such  places  in  certain 
lights  after  midsummer,  and  a  path  meanders 
along  the  cliflF  top. 

Lobster-pots  on  the  Dorset  Coast  portrays  three 
fishermen  mending  their  lobster-pots;  a  boy  and 
girl  looking  on,  the  latter  resting  on  the  bow  of 
a  faultlessly-drawn  boat.  The  boat  is  drawn  up 
on  a  pebble  beach  below  pale  chalk  slopes.  In 
front  a  pale  and  placid  sea. 

Hanging  in  the  hall  at  Sir  Alfred's  is  a  small, 
but  arresting  view  of  Lulworth  Cove,  looking 
west  (from  an  elevation)  along  the  chalk  cliflF 
edged  with  warm  turf  above  and  delicate  blue 
sea  below.  Both  the  perspective  and  geological 
strata  in  this  somewhat  unusual  subject  are 
remarkably  clever  and  true  to  Nature. 

During  his  last  years,  Fripp's  drawings 
showed  a  renewed  acquaintance  with  Italy, 
which  in  his  old  age  he  visited  during  the 
winter  of  1892-93.  He  then  made  several 
good  drawings,  including  a  very  beautiful  one 
of  a  Covered  Well  in  the  Campagna,  It  is 
especially  noteworthy  for  the  exquisitely- 
depicted  red  brickwork  of  the  supports  to  the 
well  cover,  and  the  delicately-rendered  church 
in  the  mid-distance.  This  is  in  Lady  Hale- 
White's  collection. 
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**  It  is  not  merely  by  the  works  of  his  pencil, 
and  the  punctual  performance  of  his  duties  as 
secretary,"  says  Roget,  **that  Mr.  Fripp's 
exertions  have  been  of  service  both  to  the 
society  and  to  the  profession.  To  him  was 
mainly  due  the  introduction  into  the  former  of 
the  seceding  members  of  the  *  New  Water- 
Colour'  (Topham,  Duncan,  Dodgson,  Jenkins 
and  Davidson)  in  1848  and  some  following 
years ;  the  foundation  of  the  new  class  of 
Honorary  Members  in  1873 ;  and  the  erection 
of  the  new  entrance-hall  with  fagade  and  stair- 
case by  his  friend,  Cockerell,  in  1875." 

"  In  1872  and  for  six  successive  summers 
(continues  the  same  writer),  Fripp  filled  with 
credit  the  responsible  office  of  representative  of 
the  London  Exhibitors  with  the  Arts  Committee 
of  the  Corporation  of  Liverpool  to  arrange 
their  Annual  Autumn  Exhibition."  He  was 
officially  present  at  the  opening  of  the  Art 
Gallery  given  to  Liverpool  by  Sir  Andrew 
Barclay  Walker.  He  served  on  the  Committee 
(with  E.  A.  Goodall  for  their  own  Society,  and 
Louis  Haghe  and  J.  D.  Linton  for  the  Institute 
of  Painters  in  Water-Colour)  to  arrange  the 
water-colours  at  the  Paris  Universal  Exhibition, 
1878.  In  1884,  he  was  one  of  a  hanging  com- 
mittee of  a  representative  Exhibition  of  Works 
by    Members   and    Associates    of    the   R.W.S. 

5« 


made  at  the  instance  of  the  Corporation  of 
Liverpool,  on  the  occasion  of  the  addition  of  a 
new  wing  to  the  Walker  Art  Gallery ;  and  in 
1887  he  undertook  a  similar  duty  at  the  great 
Jubilee  Exhibition  at  Manchester. 

F.  G.  Stephens,  who  knew  Fripp's  work 
well,  said*  :  **  These  works,  especially  the  later 
ones,  attest  that  Fripp  was  a  subtle  chiaroscurist, 
a  good  colourist,  a  poet  in  painting  with  a  rare 
and  delicate  sense  of  what  is  peaceful  and  idyllic 
in  Nature  and  expressible  by  art,  and  potent  in 
treating  simple  themes  with  a  due  regard  for 
style,  massiveness  and  breadth  ;  while  his  later, 
or  post-Roman  mood,  illustrated  his  taste  for 
opalescent  greys,  delicate  harmonies  of  low  tints, 
and  tones  of  great  refinement,  and  an  almost 
Stothard-like  grace  inspired  the  expressions  and 
attitudes  of  his  rustic  figures." 


*  Magazine  of  Art,  1895. 
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Extracts  from  John  Ruskin's  Notes    . 
Old  Water-Colour  Society^  1858.  * 


ALFRED  D.  FRIPP.  An  Italian  Cottage 
Door.  No.  285.  All  of  this  painter's  work  in 
the  room  is  of  exceeding  interest  to  me,  more 
significative  of  progress  and  more  full  of  promise 
than  any  other ;  and  that  in  three  ways — in 
method  of  work,  system  of  shade,  and  intention 
of  sentiment. 

In  method  of  work  it  is  pure  and  straightfor- 
ward, truly  painted — not  sponged  or  washed ; 
and  in  places  completely  finished.  I  cannot  but 
suppose  that  it  is  through  mere  accident  and 
want  of  time  that  this  principal  subject  (285)  is 
so  unequal  in  completion ;  portions  of  it  are 
quite  sketchy  and  coarse,  while  other  portions 
of  it  even  give  hope  that  Mr.  Fripp  may  in  due 
time  not  unworthily  fill  some  of  the  places  which 
John  Lewis  has  left  vacant  on  the  walls.  I 
feared  at  first,  on  seeing  how  the  face  and  dress 
of  the  mother  were  wrought,  while  the  arbour 
and  architecture  were  neglected,  that  Mr.  Fripp 
had  not  disentangled  himself  from  the  fallacy 
about  generalising  subordinate  parts ;  but  I  see 
with  comfort  that  some  subordinate  parts,  the 

*  Kindly  transcribed  by  Mr.  W.  G.  Collingwood,  M.A.,  F.S.A. 
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cat  winking  in  the  sun,  and  the  pinks,  for 
instance,  on  the  right  hand,  are  carried  nearly 
to  faultless  completion.  On  the  whole  I  think 
that  passage  nearly  the  best  bit  of  painting  in  the 
room.  It  has  no  look  of  painful  elaboration ; 
shows  no  stipple  or  mannerism  of  touch ; 
appears  to  be  done  easily  as  well  as  completely, 
and  it  is  quite  beautiful  in  the  conception  of  its 
pale  colour  in  the  sun.  But  much  has  to  be 
done  yet,  Mr.  Fripp.  Our  ItaHan  mother  is 
unsatisfactory ;  it  is  but  smirking,  not  passionate, 
maternity  ;  her  gown  is  well  drawn,  but  not  her 
body ;  .  .  . 

Then,  in  the  second  place,  Mr.  Fripp 's  work 
is  progressive  in  its  system  of  shade,  or  rather 
of  light.  That  Church  of  St.  Olivano  (37) 
[Editor's  note.  The  **  Madolina  "  and  church  of 
San  Rocco,  Olivano.]  which  looks  so  strange  in 
its  paleness  among  all  the  old-fashioned  water- 
colours  about  it,  has  had  its  colours  carefully 
matched  with  sunshine.  Only  it  will  never  do 
to  leave  hard  edges  and  thin  washes,  if  we 
are  going  to  paint  in  that  key.  Treble  notes 
must  not  be  sharp  and  thin.  .  .  .  The  paler 
the  tone  of  a  picture  the  more  sweet  must  be  its 
textures,  and  the  more  subtle  its  gradations, 
else  it  will  always  look  like  a  strange  half-finished 
sketch,  not  as  this  picture  really  is,  a  most 
truthful  study  of  sunlight  .    .    .  this  goes  nearly 
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as  far  towards  Italian  noonday  as  poor  paper 
and  colour  can  reach. 

And,  in  the  third  but  the  chief  place,  all 
Mr.  Fripp's  pictures  are  well  designed,  their 
subjects  being  chosen  with  great  sense  of  the 
moral  force  and  meaning  of  every  incident ; 
even  the  small  figures  in  this  are  entirely  right 
in  conception.  But  he  has  not  yet  enough 
knowledge  of  the  figure  to  carry  out  his 
purposes  ;  he  is  indeed  .  .  .  hesitating  between 
landscape  and  figures.  I  think,  chiefly  in  con- 
sequence of  the  way  he  has  put  in  those  monks 
of  St.  Olivano  that  it  will  be  quite  worth  his 
while  to  make  the  figures  principal. 

No.  101,  also.  Evening  on  the  Abruzzi  Moun- 
tains f  is  in  idea  a  most  beautiful  picture.  But  of 
course,  neither  the  drawing  of  boy  or  dog  is  as 
yet  possible  to  the  artist ;  he  must  choose 
between  retracting  his  figures  with  insignificance, 
and  leaving  only  hills  and  clouds,  or  enabling 
himself,  by  a  good  hard  year  or  two's  work  to 
draw  the  figures  rightly.  I  hope  he  will  choose 
the  steeper  path. 
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Works  by  George  A.  Fripp,  R.W.S., 
in   Public  Galleries 

London.     British  Museum  (in  the  Print  Room). 
Pooh  Harbour  from  .  .  .  above  Studland. 

London.     Victoria  and  Albert  Museum. 

A  Country  Church.     l?>i"  X  19f ''.    Signed  and  dated 

1845.    A  copy  of  this,  signed  W.P.  1878,  is  in 

the  Students'  Room. 
Landscape.     IW  X  19^^    Signed  and  dated  1849. 
Dover  Cliffs,    Ui"  X  191''.     Signed  and  dated  1846. 
Landscape,  North  Wales,    9h"  X  m".     Signed. 
Bolton  Abbey,  Yorkshire,    12''  X  24i".     Signed. 
The  Thames  at  Cookham.     14"  X  19|". 
Old   Windmill,   near  Eastbourne ,      12i"  X  19i' 

Signed  and  dated  1862. 
Shiplake-on-Thames,  Oxfordshire,    12f"  X  25f". 

Signed  and  dated  1864. 
Children  of  the  Mist,     Herd  of  deer  in  a  Highland 

Landscape.     14i"  X  25". 
Dunstaffnage  Castle,  Argyleshire,     10 J"  X  20|". 

Signed  and  dated  1869. 
Bolton  Abbey,   Yorkshire.    13^"  X  19".     Signed  and 

dated  1844. 

London.     Bethnal  Green  Museum. 

River  Scene  with  a  Weir.    14i"  X  24i".    Dated  1860. 

Manchester.     Whitworth  Institute. 

On  the  Thames.    \2\"  X  191".    Signed  G.  ^ .  iPrf/^/). 
Castle  and  Stream.    12^'  X  19f". 

Liverpool.     Walker  Art  Gallery. 

Mont  Blanc  from    near   Courmayeur,     Val   d^Aosta 
(in  Oils).   (Exhibited  at  Royal  Academy,  1848). 
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Leeds.     City  Art  Gallery. 

Kirkstall  Abbey. 

Blackburn. 

Caversham  Bridge  on  the  Thames.     13|"  X  19i. 

Birmingham.     Art  Gallery. 

Kilchurn  Castle,  Loch  Aire.     \2\"  X  2S>\", 

Bristol.     Museum  and  Art  Gallery. 

Tivoli  (in  Oils)       56^'  x  53".      Signed  and  dated 
1837  (Exhibited  at  Royal  Academy,  1838). 

Streatley  Mill,  Reading.     18^'  X  27|".     Signed  and 
dated  1853. 

Leigh  on  the  Coast  of  Essex.      16^"  X  28'\      Signed 
and  dated  1852. 

Bath.     Holburne  of  Menstrie  Museum. 

A  Still  Pool    101"  X  161".     Signed  and  dated  1837. 

Wolverhampton.     Museum  and  Art  Gallery. 
Scotch  Landscape  (in  Oils).     30"  X  22". 

Oxford.     Ashmolean  Museum. 
Mont  Blanc  from  the  Allee  Blanche, 

Edinburgh.     National  Gallery  of  Scotland. 
River  Scene.     10"  X  14". 

Dublin.     National  Gallery  of  Ireland. 

Fountains  Abbey. 

Vale  of  Leith,  Surrey.     Signed  and  dated  1837. 

Near  Pwllheli.     Llanbedrog  Art  Gallery. 

Old  Cottages,  Derbyshire.     In  Oils,  and  catalogued 
as  by  Geo.  Fripp. 
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ARISH    MELL,    DORSET 
Alfred  D.  Fripp. 
[n  Sh    Alfred  P'ripfs  Collect io7i 


George    A.    Fripp's    Exhibits    at    the 
Royal  Academy 

1838    No.  522.     Tivoli. 

1843  No.  598.    In  the  Via  Mala,  Pass  of  the  Si>l'ugen, 

Switzerland. 

1844  No.  348.    Durham  from  the  South. 

1848    No.     12.     Mont   Blanc  from    near  Courmayeur, 

Val  d*Aosta. 


At  the   British   Institution 

1840  No.     13.    Remains  of  an  Aqueduct,    2'  Z"  X  3' 2''. 

1841  No.  277.     Pont-y-Towey,  Glamorganshire, 

\'  Z"  X  5'  &', 

1843  No.    48.    Landscape,    I'  10''  X  2  3". 

1844  No.     14.    A  Pastoral  Landscape,    3'  X  4'  ^". 

No.  349.    Scene  in  the  Via  Mala,  Switzerland, 

6'  ^"  X  5'  3". 

1845  No.  281.     On  the  Thames  near  Marlow,  Looking 

into  the  Fish-well,     3'  2"  X  4'. 

1846  No.  298.     On  the  Thames  at  Cookham. 

2  ir'  X  4'  I". 


At  the   Society  of   British    Artists 

(Suffolk  Street) 
Four  pictures  exhibited. 
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Geo.  A.  Fripp's  Exhibits  at  the 

Society  of  Painters  in  Water-Colours 

1841  55.  St.  Vincent  Rocks,  Clifton,  Bristol. 
72.  Stapleton  Mill  at  Bristol. 

113.  Tivoli. 

139.  On  the  Avon  at  Clifton. 

209.  Via  Mala  Pass  in  Splugen. 

218.  On  the  Avon,  near  Bath. 

292.  Heidelberg. 

1842  29.  On  Hanipstead  Heath. 

52.  On  Lake  at  Tortworth  Park 

86.  Falls  of  Rhine,  SchafFhausen. 

87.  On  the  Frome  at  Stapleton. 
91.  Tenby  Castle. 

HI.  Caerphilly  Castle. 

1843  8.  Durham  from  Newton  Hall. 
35.  Durham. 

63.  Eel  Baskets. 

11 .  At  Wargrave  on  Thames. 

100.  Windsor  Castle  from  Eton. 

132.  Remains  of  Finchale  Priory,  Durham. 

151.  On  the  Thames  at  Wargrave. 

329.  On  the  Avon  at  Clifton. 

1844  11.  Richmond  Castle,  Yorks. 
20.  Bolton  Abbey. 

43.  On  Hampstead  Heath. 

46.  Mecaenas  Villa,  Tivoli — Twilight. 

72.     On  River  Wharf  at  Bolton  Abbey. 

102.  Thames  at  Wargrave. 
115.     The  Strid  at  Bolton  Abbey. 
134.     Thames  at  Maidenhead. 
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1845  21.  Bray  Church. 

28,  On  the  Thames  at  Maidenhead. 

115.  Durham. 

156.  South  Window,  Tintern  Abbey. 

168.  Mill  at  Taplow. 

188.  View  from  Bolton  Abbey. 

219.  Malham  Cove,  Yorks. 

273.  On  Thames  at  Cookham. 

1846  3.  On    the    Coast    of   Dorsetshire^    near 

Lulworth, 

17.  At  Clapham,  Yorks. 

20.  Durham. 

23.  At  Ingleton,  Yorks. 

30.  On  the  Thames,  near  Marlow — Temple. 

68.  A  Somersetshire  Cottage. 

94.  Church  at  Saltwood. 

103.  In  a  Glen,  near  Bolton  Abbey. 

109.  Saltwood  Castle. 

115.  On  the  Thames,  near  Cookham. 

124.  From  Taplow. 

158.  On  the  Thames,  near  Cookham. 

215.  Saltwood  Castle. 

250.  On  Hampstead  Heath. 

266.  Mill  at  Hythe. 

1847  7.  The  Lake  of  Geneva,  from  Clarens,  looking 

towards  the  Valley  of  the  Rhone. 

35.  Gordale  Scar,  Yorkshire, 

49.  On  the  Wharfe,  near  Kilsey  Crag, 

Yorkshire. 

54.  Near  Hythe,  Kent. 

81.  The    Railway   Bridge  at    Maidenhead,    on 
the  Thames. 

161.  Bolton  Abbey,  Yorkshire. 
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1847  193.     The  Town  and  Citadel  of  Huy,  on  the 

Mouse. 
221.     Scene  in   the  Valley  approaching   Gordale 

Scar,  Yorks. 
223.     On  the  River  Golne,  near  Watford. 

243.  Saltwood  Church,  Kent. 

244.  Kilsey  Crag,  Wharfedale 

254.     Easeby  Abbey. 

271.     Distant  View  of  Easeby  Abbey,  Yorkshire — 
Sunset. 

308.     Mill  in  Wensleydale,  Yorkshire. 

1848  17.     On  Hampstead  Heath. 

34.     Cookham  Church,  on  the  Thames. 
46.    Church  of  Montreux,  Lake  of  Geneva. 
72.     On  the  Avon,  near  Clifton. 
84.     On  the  Wharfe,  near  the  Strid,  Yorkshire. 
94.     Brean    Down,  from    the    Sands,    Weston- 
super-Mare — Twilight. 
138.     View    from     Uphill    Church,     Somerset, 

looking  towards  Bridgwater  Bay. 
155.    The  Valley  of  Desolation,  Old  Park,  Bolton 

Abbey. 
158.     Under  the  Cliffs,  Dover. 
163.     Eel  Bucks  on  the  Thames,  near  Cookham. 
167.     On  the  Wharfe,  near  Bolton  Abbey. 
170.     From    the    Downs    at    Uphill,    Somerset, 

looking  across  the  Bristol  Channel. 
266.     The  Avon,  near  Clifton. 
320.     Kewstoke  Church,  near  Weston, 
Somersetshire. 

1849  8.     Whitchurch  Pound  Lock,  on  the  Thames. 
19.     Old  Mill  at  Mapledurham. 

26.     Durham. 

40.     Ferry  near  Cookham,  on  the  Thames. 
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1849      44.     At  Pangbourne. 

47.     Near  Ghatillon— Val  d'Aoste. 

54.     The    Valley   of  the   Thames  from   Hard- 

wicke — Reading  in  the  distance. 
91.     Mill  at  Sutton.  Oxfordshire. 
97.    At  Wargrave,  on  the  Thames. 
111.    The  All6e  Blanche,  Mont  Blanc— from  the 

bed  of  the  Dora. 
121.    The  Weir  at  Pangbourne. 

128.  In  the  Pass  of  the  Splugen,  Switzerland. 
142.     On  the  Road  between  Aosta  and 

Villeneuve. 
145.     Angera,    from   the   heights   above   Arona, 

Lago  Maggiore. 
168.     Mill  at  Shiplake,  on  the  Thames. 
173.     At  Hampstead. 
180.     Old  Watermill  at  Montreux,  Lake  of 

Geneva. 
241.     At  Mapledurham,  on  the  Thames. 
307.     Mapledurham. 

1850      41.    The  Strid  — on  the  Wharfe,    near   Bolton 
Abbey. 
62.     On  the  Brent,  near  Hanwell. 
86.     Mapledurham  Mill,  on  the  Thames,  near 
Reading. 
114.     Bolton  Abbey  from  the  South. 

117.  View  from  Bolton  Abbey,  looking  towards 

the  Old  Park. 

118.  Study  of  Oaks  in  an  old  Deer  Park, 
120.     A  Study  on  the  Thames,  near 

Medmenham. 
124.     Mill  at  Shiplake,  on  the  Thames. 

129.  Ravine  in   the   Dent  du   Midi,   Valley  of 

the  Rhone. 
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1850  161.    Tilly  Whim,  on  the  Coast  near  Swanage. 
180.     Old  Water  Mill  at  Ullwell,  Dorset. 

234.     At  Ullwell,  near  Swanage. 

252.    The  Coast  at  Lulworth,  Dorsetshire. 

264.     On  the  Coast  of  Dorsetshire — View  looking 

across  Studland  Bay. 
305.     Shiplake  Mill— Evening. 
313.    A  Dorsetshire  Cottage — View  looking  over 

Poole  Harbour. 
339.     Entrance  to  the  Village  of  Wookey,  near 

Wells,  Somerset — Evening. 
357.     Dancing  Lodge — a  Study  on  the  Coast  of 

Dorset. 
368.    On  the  Coast,  near  Lulworth. 
376.     Wargrave,  on  the  Thames. 

1851  6.    A  Study  on  the  Moors,  under  Ben  Lawers. 
11.    Near  Southall— a  Study  from  Nature. 

28.     Part  of  Bolton  Castle,  Yorkshire. 
36.     Shiplake  Mill,  on  the  Thames — Evening. 
48.     Falls  of  the  Dochart,  at  Killin,  Perthshire. 
66.     Fall  on  the  Moor,  above  Killin,  Perthshire. 
84.     Scene  near  Morenish,  on  Loch  Tay,  Perth- 
shire— an  October  Evening. 
87.     View   from    Ballard    Down,   looking  over 

Poole  Harbour. 
113.    Near  Han  well. 
116.    Old    Monastery,    outside    the    Walls    of 

Novara,  Piedmont. 
183.     Wetton  Bridge,  Staffordshire. 
185.     Thors    House   Tor,   on   the  banks  of  the 

Manyfold,  Staffordshire. 
233.     Mapledurham,  on  the  Thames. 
250.     Fountains  Abbey,  Yorkshire. 
260.    Scene  in  Glen  Lochay,  above  the  Falls. 
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1851  288.     On  the  Thames,  at  Taplow. 

300.    A   Study   on   the  Coast   of   Dorset,  near 

Lul  worth. 
307.    A  Mill  in  the  Fens,  Huntingdonshire. 

316.  Old  Water  Mill  at  Ringwood,  Hampshire. 

1852  23.     Eel-traps,  on  the  Thames,  near  Sonning. 
30.     Distant  View  of  Poole  Harbour,  from  the 

Heaths  above  Studland,  Dorset. 
39.     Kirkstall  Abbey,  Yorkshire. 
57.     Fountains  Abbey,  Yorkshire. 
11,    A   Peep    at    Hampstead,    from    the    fields 

near  Camden  Town. 
90.    Kilchurn  Castle,  Loch  Awe,  Argyllshire — 

View  looking  towards  Glen  Strae. 
125.     On  the  edge  of  a  Forest,  near  Hachenburgh, 

Duchy  of  Nassau. 
130.    Gordale  Scar,  Yorkshire. 
133.    Loch  Alarich,  on  the  road  between  Killin 

and  Glen  Lyon. 
143.     Mountain     Gorge     at    the    base    of    Ben 

Cruachan,  Argyllshire — the  river  Awe 

at  this  point  emerges  from  the  Loch. 
148.    At  Morenish,  on  the  North  side  of  Loch 

Tay,  Perthshire. 
155.    At  Leigh,  on  the  Coast  of  Essex — Harvest. 
166.    The  Quiet  Pool— a  Study. 
176.    At  Yaxley,  Huntingdonshire  —  Whittlesea 

Mere  in  the  distance. 
272.     Under  the  East  Cliff,  Dover. 
288.    Scene  on  the  North  side  of  Ben  Cruachan, 

near  the  summit. 
313.    Weir  at  Sonning,  on  the  Thames. 

317.  On  the  Thames,  at  Shiplake. 

1853  9.    View  on  the  Cliffs,  at  Southend,  Essex. 
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1853  19.    Streatley,  on  the  Thames. 

32.  Sunrise    in    the    Highlands  —  Scene    near 

Dalmally,  Argyllshire. 

33.  Distant  View   of  Barden   Tower  and  the 

Valley    of   the    Wharfe,   near    Bolton 
Abbey. 
39.    On  a  Village  Green  in  Herts. 
63.    At  Loch  Awe. 
73.     Old  Mill,  at  Ringwood,  Hants. 
84.    A  Showery  Day. 
96.    A  Shed. 
109.     Ben    Gruachan,    from    the    Moors    above 

Dalmally,  Argyllshire. 
118.    Mill  at  Morenish,  on  Loch  Tay,  Perthshire. 
130.     Lancaster — Evening. 
133.    Kirby  Lonsdale. 
138.    Leigh  on  the  Goast  of  Essex. 

150.  Kilchurn  Gastle,  Loch  Awe 

151.  Near  Southall. 
163.    Swanage,  Dorset. 
177.    A  Roadside  Bit. 

188.    Barges  loading  at  Southend. 
219.    Evening — near  Swanage,  Dorset. 
265.    Fountains  Abbey. 

1854  7.    At  Gaversham,  near  Reading. 

12.     Remains   of  an   Old   Manor  House,   near 

Bristol. 
35.     Near  Southend,  Essex. 

53.     Gleeve  Mill,  on  the  Thames. 

71.    Distant  View  of   Hadley   Gastle,   looking 

towards  the  Nore. 
91.     Bridge  of  St.  Maurice,  Valley  of  the  Rhone, 

Switzerland. 
112.    Kirkstall  Abbey,  near  Leeds,  Yorkshire. 
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1854  123.  Study  of  Fir  Trees,  near  Streatley. 
125.  Corfe  Castle,  Dorset. 

155.  On  the  Thames,  at  Goring. 

161.  On  the  Shore,  near  Southend,  Essex. 

162.  At  Berne,  Switzerland. 

172.  Mill  at  Streatley,  on  the  Thames. 

197.  Perivale  Church,  Middlesex. 

247.  At  Pangbourne,  Berks. 

280.  A  Study  on  the  Shore  at  Southend,  Essex 

— Low  Water. 

292.  On  the  Moors,  above  Killin. 

340.  Near  Dalmally,  Argyllshire. 

1855  4.    Near  St.  Albans,  Herts. 

16.     Mountains  on  the  edge  of  Rannoch  Moor, 

at  King's  House,  Argyllshire. 
58.    Hadley  Castle,  Coast  of  Essex. 
69.    Loch  TuUa,  Argyllshire  —  Ben  Douran  in 

the  distance. 
91.    The  Ploughed  Field—Evening,  at  Hadley, 

Coast  of  Essex. 
102.     Glen  under  Ben  Cruachan,  Argyllshire. 
111.     Corner  of   the    Fisherman's    Island,   Lago 
Maggiore. 

115.  On    the    edge    of   Durdham    Down,   near 

Bristol. 

116.  On  the  Coast  of  Dorset,  near  Swanage — 

Sunset. 
139.    Near  Swanage,  Dorset. 
153.     At  Hachenburgh,  Duchy  of  Nassau. 
166.    Streatley  Mill,  Berkshire. 

267.     Ben  Douran,  from  roadside  near  Tyndrum, 
Argyllshire. 

275.     Ferry  on  the  Thames,  near  Mapledurham. 

278.    On  the  Towey,  at  Swansea. 
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1855  308.    In  the  Fens,  Huntingdonshire. 
312.     On  the  Shore  at  Southend,  Essex. 

1856  11.     On  the  Shore  at  Southend. 

16.     On  the  edge  of  Rannoch  Moor,  near  King's 

House,  Argyllshire. 
33.     Richmond  Castle,  Yorkshire— Sunset. 
53.     Near  Southend,  Essex. 
71.     Chateau  Chatelard,  near  Montreux,  Lake 

of  Geneva. 
73.     The  Pass  of  Glencoe. 
79.     On  Hampstead  Heath. 
99.     Hadleigh  Castle,  Coast  of  Essex. 
110.     On  the  Nene,  near  Peterborough. 
112.    Part   of   the   ruins   of   Corfe   Castle— The 

Artizans'  Tower. 
126.     Distant  View    of  Tintern    Abbey,  on   the 

Wye,  Monmouthshire. 
145.    A  Salmon  leap  in  Scotland— Evening. 
172.    A  Somersetshire  Lane,  near  Bristol. 
214.     The  Thames  at  Twickenham. 
216.     Huy,  on  the  Meuse,  Belgium. 
232.     Hambrook    Mill,     on     the     Frome,     near 

Bristol. 
250.     On    the    Moors    above    Loch    Tay,    near 

KiUin. 
282.    The  Three  Sisters  at  the  Head  of  the  Pass 

of  Glencoe. 
289.     On  Loch  Tay,  near  Killin,  Perthshire. 

1857  37.     Scene  at  the  Head  of  Glencoe,  taken  from 

the  road  before  descending  the  Pass. 

40.  Highland  Cottages  near  Dalmally,  Argyll- 
shire. 

66.  Ruins  of  Manorbeer  Castle,  Pembroke- 
shire. 
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1857  74.     Distant  View  of  Ben  Cruachan,  from  the 

heights  above  Dalmally. 
n .     Caversham  Bridge,  near  Reading. 
82.     Kilchurn  Castle,  Loch  Awe,  Argyllshire. 
95.     A  Ravine  in  the  Dent  du  Midi,  near  St. 

Maurice,  Valley  of  the  Rhone. 
104.     Tintern  Abbey :  On  the  Wye — Evening. 
120.     Mill    on    the    West    Lynn,    near    Lynton, 
North  Devon. 

125.  Study  on  the  East  Lynn,  near  Lynmouth, 

North  Devon. 

126.  On   the    Derwent,    near    the    entrance   to 

Borrowdale — Evening. 
135.     Lynton,  North  Devon. 
243.     A  Fallen  Oak,  Aldermaston  Park,  Berks. 
297.    A  Hay.field. 

305.    Fishermen's  Cottages  on  the  Beach  near 
Southend,  Essex. 

1858  8.    The  Castle  Rock,  Lynton,  North  Devon. 
13.     Ben   Cruachan,   from   Inverlochy,   Argyll- 
shire. 

41.     Tintern   Parva.  on   the  Wye,  Monmouth- 
shire. 

63.     Near  Loch  Rannoch,  Perthshire. 

70.     In  Cranbourne  Chase,  Dorset. 

74.     Deer  Forest  in  the  Isle  of  Jura — Evening 
in  Autumn. 

89.     On  the  Thames,  near  Sonning,  Berks. 
122.     Near  Southend,  Essex. 

127.  Falls  of  the  River  Orchy,  Argyllshire. 
129.     On  the  River  Conway,  North  Wales. 
148.     Hadleigh  Castle,  Essex. 

156.     Church      of     St.      Gaudenzio,      Novara, 
Piedmont. 
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1858  160.  A  Study  from  the  heights  above  Loch  Awe. 
162.  On  the  Marsh,  near  Pevensey,  Sussex. 
199.  At  Arona,  Lago  Maggiore. 

209.  Near  Lulworth — Coast  of  Dorset. 

227.  Junction   of  the   Conway  and  Lledr,  near 

Bettwys-y-Coed. 

236.  Near  Swanage,  Coast  of  Dorset. 

1859  57.     Kidwelly  Castle,  South  Wales. 

88.     Part  of  the  Ruins  of  Pevensey  Castle. 
113.    The   EflFects  of  a  Gale  —  Scene  in  King's 

Weston  Park,  near  Bristol. 
212.     Bisham    Woods  —  on    the    Thames,    near 

Great  Marlow,  Bucks. 
214.     Southend,  Essex. 
221.    Bisham    Abbey  —  on    the    Thames,    near 

Marlow. 

1860  6.     Ferry  on    the   Thames,    near   Cookham — 

Evening. 

34.     Pass  of  Nant  Frangon,  on  the  road  from 
Bangor  to  Capel  Curig,  N.  Wales. 

54.     Piazza  and  Duomo  of  Novara,  Piedmont. 

129.     Glencoe,  Argyllshire. 

131.     Old  Windmill,  near  Eastbourne,  Sussex. 

198.     Old  British  Camp  in  Bulstrode  Park. 

207.     On  the  Thames,  between  Caversham  and 

Mapledurham. 
223.     Scene  on  Rannoch  Moor,  looking  over  Loch 

Lyndoch  towards  the  Black  Mount. 

263.     Entrance  to  the  Ruins  of  Laugharne  Castle, 
Pembrokeshire. 

1861      19.     Entrance  to  Glen  Callater,  near  Braemar, 
Aberdeenshire. 
31.     Vale    of    Nant    Frangon,    from    Pen-y-se 
Nant,  near  Bangor. 
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1861  46.  Laugharne  Castle,  South  Wales. 

119.  Scene  at  Head  of  Pass  of  Nant  Frangon 
looking    towards    Lake    and    Falls    of 
Ogwen,  N.  Wales — Sunrise. 

139.  In    Glen    Erochy,     Ben    Vracky    in    the 
distance. 

155.  Manorbier  Castle,  South  Wales. 

175.  A  Mountain  Pass  in  Ross-shire. 

194.  Old  Windmill,  near  Eastbourne,  Sussex. 

244.  On  the  Marshes,  near  Eastbourne,  Sussex 
— Evening. 

251.  Distant  View  of  Tintern  Abbey — Evening. 

264.  Mountain  Stream  near  Lake  Idwal,  North 
Wales. 

1862  38.  Near  Glenarchy. 
Summer  44.  Near  Mar  Forest,  etc. 

128.  At  Mapledurham-on-Thames. 

129.  Lochnagar. 

136.  Banks  of  the  Thames  near  Streatley. 

137.  Moulsford  Ferry,  on  the  Thames. 
149.  Harbour  at  Tenby. 

224.  Old  Chalk  Pit,  Hertfordshire. 

274.  —        Castle. 

283.  Kilgarran  Castle. 

316.  Loch  Callater,  near  Braemar. 

1862  187.  Coast  of  Pembroke,  near  Tenby. 
Winter  255.  Distant  View  of  Lynton,  Devon. 

333.  Mountain  Stream  in  Wales. 

398.  Part  of  the  outer  walls  of  Pevensey  Castle. 

1863  9.  Bisham  Abbey. 

Summer  24.  Tower  On  Llan  Ogwen. 

49.  Mountain  Head  of  Glen  Etive. 

110.  Old  Windmill  near  Eastbourne. 
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1863 

135. 

Summer  146. 

152. 

263. 

1863 

187. 

Winter 

1864 

88. 

Summer 

97. 

117. 

134. 

142. 

162. 

167. 

229. 

1864 

27. 

Winter 

84. 

113. 

134. 

1865 

86. 

Summer  100. 

118. 

152. 

1865 

Winter 

1866 

36. 

Summer    63. 

131. 

223. 

238. 

258. 

280. 

Near  Glenarchy. 
On  the  heights  of  Ben  Gruachan. 
Deer  Track,  Loch  Muick. 
The  Common,  Harpenden. 

In  Granborne  Chase. 

Head  of  Pass  of  Nant  Frangon. 

Castle  Rock,  Lynton. 

Windmill  on  the  Sussex  Downs— Evening. 

On  the  Thames— A  July  Morning. 

Lochnagar. 

Schiehallion,  Loch  Tummel. 

Streatley  Mill. 

On  the  Thames— A  July  Afternoon. 

Four  Views— Tintagel,  etc. 
—Streatley,  etc. 
— Trebarwith,  etc. 
— Trebarwith,  etc. 

Kinloch  Aline  Tower— Morning. 
Haymaking  in  meadows  near  Shiplake. 
Eel-traps  at  Shiplake. 
The  Banks  of  the  Thames  near  Sonning. 

No  exhibit. 

Streatley. 
Goring  Church. 

Near  Glen  Rosay,  Isle  of  Arran. 
Magna  Charta  Island,  Runnymede. 
Glen  Derry,  Mar  Forest. 
Harvest  Time  at  Wallingford. 
A    July    Evening    on    the    Thames    near 
Shiplake. 


»» 


>f 
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1866    293. 

Summer  288. 

370. 

1866  28. 

Winter    174, 

294. 

1867  142. 

Summer  198, 

1867  39. 

Winter      55. 

69. 
112. 
127. 
180. 

1868  134. 

Summer  232. 

242. 

1868 

Winter 

1869  16. 

Summer    70. 

86. 
135. 
194. 
235. 
242. 
264. 
277. 
290. 
298. 

1869      25. 

Winter    166. 


Haymaking  (No.  1). 
(No.  2). 
Loch  Gallater,  near  Braemar. 

Haymaking    (and  three  others.) 

Kilchurn. 

The  Keep  of  Pcvensey  Castle,  etc. 

Ullswater — Evening  in  late  Autumn. 
Tintagel  Head,  Cornwall. 

Cutting  Rushes  by  the  Thames. 

Oaks — Early  Summer — Stoneleigh  Park, 

The  Thames  near  Shiplake. 

The  Thames  near  Sonning. 

A  Harvest  Study. 

At  Leigh    (and  four  others.) 

From  the  Bridge  at  Sonning. 
A  Hayfield  Study. 
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No  exhibit. 

In  the  Forest  of  Glenarchy. 

Kilchurn  Castle. 

Loch  Aline. 

Flank  of  Carned  Llewellyn. 

In  the  Valley  of  the  Dee. 

Hayfield  Study. 

On  the  Shore  at  Burnham. 

Folding  Sheep  in  Stubble — Evening. 

Head  of  Loch  Avon. 

Carting  Hay  in  meadows  near  Shiplake. 

Dunstaffnage  Castle. 

Cleeve  Mill  and  two  others. 

At  Ben  Shieldaig,  Corrie  Loch  Kilchurn,  etc. 
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1869  175. 

Winter 

335. 

360. 
377, 

1870  101. 

Summer  109. 
205. 

1870 

Winter 

1871  15. 

Summer    21. 

37. 
107. 
113. 
262. 

1871 

Winter 

1872  18. 

Summer    48. 

59. 
272. 
279. 

1872 

Winter 

1873      220. 
Summer  250. 

258. 
276. 

1873 

Winter 


The  shore  at  Burnham,   Gleeve   Hill  and 

two  others. 
Bensington  Lock  on  the  Thames. 
Ploughing. 
Ben  Douran,  DunoUy  Castle,  Glenarchey, 

and  Falls  of  Archey. 

Cleve  Lock,  near  Streatley. 
Lochnagar,  near  Balmoral. 
Loch  Callater. 

No  exhibit, 

Trebarwith  Strand. 

South  Stoke,  Wallingford. 

Part  of  the  Ruins  of  Tintagel  Castle. 

The  Pass  of  Awe,  Argyllshire. 

Loch  Etichan. 

On  the  Thames  in  the  Autumn. 

No  exhibit, 

Corre  Etichan,  etc. 

The  Thames  at  Hardwick,  Mapledurham. 

Marskue,  etc. — Glen  Sligachan. 

The  Thames  from  South  Stoke. 

Streatley  Hill. 

No  exhibit,  ' 

On  the  Thames  near  Reading. 

Ploughing. 

On  the  Sussex  Marshes. 

Ruins  of  Manorbier  Castle. 

No  exhibit. 
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1874      13. 

Buchaille  Etive,  etc.,  Glencoe. 

Summer    19. 

On  the  Couple,  Sark. 

69. 

Bay  on  the  coast  of  Sark. 

73. 

The  Woods  of  Sonning  Park — Morning. 

123. 

On  the  River  Archy. 

284. 

Bray  Church  on  the  Thames. 

1874 

No  exhibit. 

Winter 

1875 

No  exhibit. 

Summer 

1875      15. 

On  the  Thames — Old  Gleve  Weir. 

Winter    193. 

Tintagel. 

206. 

On  the  Thames  near  Bray. 

1876      12. 

The  Couple,  Isle  of  Sark. 

Summer    3 1 , 

Scurr  na  Gillian,  Skye. 

107. 

Mists  on  Carned  Llewellyn. 

113. 

Warwick  Castle  from  the  Park. 

216. 

The  Weir  at  Cleve  on  the  Thames. 

265. 

Near  Dolgelly — Evening  in  Autumn. 

276. 

Day's  Lock  on  Thames  near   Dorchester. 

1876      29. 

Hillside  and  Cavern,  Cornwall 

Winter 

1877        97. 

Mountains  at  Head  of  Loch  Eynart,  Skye. 

Summer  113. 

Bray  Lock  and  Weir. 

150. 

Corrie  on  Loch  Kilchurn. 

223. 

In  the   Island  of  Skye. 

226. 

Carting  Barley. 

232. 

Sonning  Weir. 

234. 

The  Couple,  Sark. 

240. 

Bray  Lock — Sunset. 

242. 

On  the  Coast  of  Sark. 

252. 

On  the  Thames. 
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1877 

260. 

Summer  271. 

1877 

52. 

Winter 

178. 

370. 

398. 

411. 

1878 

232. 

Summet 

241. 

248. 

1878 

24. 

Winter 

59. 

168. 

308. 

389. 

1879 

24. 

Summer  124. 

131. 

147. 

1879 

163. 

Winter 

180. 

215. 

348. 

378. 

384. 

391. 

1880 

Summer 

1880 

180. 

Winter    186. 

345. 

358. 

413. 

In  the  Isle  of  Skye. 

At  Lancing. 

In  Glen  Sligachan,  Skye. 

Cottages  in  Cornwall. 

Haymaking.     Sonning  Meadow. 

On  the  Cornish  Coast. 

Breezy  Day  on  the  Thames. 

On  the  Thames  at  Bray— Evening. 

Head  of  Loch  Aline. 

Carting  Barley. 

A  Hayfield. 

A  Harvest  Scene. 

The  Gouliot  Rocks,  Sark. 

In  a  Hayfield. 

Carting  Hay— Sonning. 

Study  of  Kenilworth  Castle  Keep. 

Lochnagar. 

Ruined  Manor  House— October  Twilight. 

In  the  Perthshire  Highlands. 

Bowsey  Hill,  September  Morning. 

On  the  River. 

Evening — Harvest  Scene. 

On  the  Thames. 

Cornfield  near  Sonning. 

On  the  River  Test. 

Water-Meadows— Valley  of  the  Test. 

No  exhibit. 

Hayfield  Sketch. 

A  Backwater  on  the  Thames. 

Hayfield  Study. 

On  the  Banks  of  the  Thames. 

A  Harvest  Scene. 
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1881 

97. 

Sonning  Weir. 

Summer  131, 

Loch  Arianus. 

159. 

Sonning  Bridge. 

161. 

Gorrie  on  Loch  Kishorn. 

207. 

Old  Shoreham  on  the  Adur. 

211. 

A  Harvest  Scene. 

239. 

A  Glen  in  Argyllshire. 

263. 

Shiplake  Mill  on  the  Thames. 

1881 

195. 

Gale  on  the  South  Coast. 

WinUr 

319. 

Bray  on  the  Thames. 

390. 

Reading  from  the  Henley  Road. 

1882 

59. 

On  the  River  Mawddach. 

Summer    65. 

Farm  Buildings  at  Sonning. 

127. 

Kilchurn  Castle,  Loch  Awe. 

206. 

A  Windmill — Evening. 

221. 

Water- Meadows  at  Bossington  House. 

236. 

A  Harbour  in  the  Isle  of  Sark. 

267. 

On  the  Thames. 

1882 

No  exhibit. 

Winter 

1883 

73. 

The  Coast  of  Cornwall. 

Summer  141, 

Bray  on  the  Thames. 

231. 

Richmond  Castle,  Yorks. — Evening. 

250. 

In  the  Argyllshire  Hills. 

255. 

Junction  of  Deep  Vale  and  Tees. 

262. 

The  Three  Sisters  Hills  at  Glencoe. 

272. 

Junction  of  Greta  and  Tees. 

275. 

Richmond,  Yorks. 

1883 

No  exhibit. 

Winter 

1884 

10. 

Bramber. 

Summer  123. 

West  Coast  of  Sark. 
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1884 

254. 

Summer  274. 

276. 

292. 

1884 

167. 

Winter 

345. 

1885 

57. 

Summer  26\. 

278. 

299. 

1885 

309. 

Winter 

1886 

2. 

Summer    79. 

149. 

256. 

283. 

287. 

288. 

290. 

1886 

Winter 

1887 

13. 

Summer    20. 

32. 

118. 

1887 

44. 

Winter 

50. 

297. 

308. 

316. 

343. 

Carting  Hay,  Sonning. 
Sonning  Lock — Sunrise. 
Sonning  from  the  Old  Ferry. 
Burnham,  coast  of  Somerset. 

Weston  Mill  near  Leamington. 

The  Road  to  the  Sands,  Bassiney  Bay. 

Mountains  at  Head  of  Loch  Eynart. 
At  Broughton,  Hants. 
Evening — A  London  Suburb. 
Near  Upper  Swaledale. 

Evening. 

Sonning  Woods— October. 
On  the  Thames — September. 
Costessey  near  Norwich. 
On  the  Test,  Hants. 
Near  Woodbridge,  Suffolk. 
At  Trawsfynydd. 
Near  St.  Alban's,  Herts. 
Near  Bossington,  Hants. 

No  exhibit 

Martey  Island,  near  Bray. 

West  Coast  of  Scotland. 

Lynton. 

From  Balmoral. 

In  October. 

From  Ardchateau. 

Twilight. 

Near  Woodbridge. 

Old  Farm  Building,  near  Horsham. 

Near  Trawsfynydd. 
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1888 

14. 

Summer    20. 

221. 

251. 

257. 

263. 

1888 

160. 

Winter 

182. 

200. 

1889 

29. 

Summer  W{^^ 

133. 

242. 

257. 

1889 

169. 

Winter 

175. 

1890 

17. 

Summer    95. 

101. 

123. 

190. 

192. 

204. 

219. 

1890 

2. 

Winter 

27. 

156. 

316. 

330. 

334. 

1891 

31. 

Summer 

110. 

Pandy  Mill. 

Loch  Aline. 

Streatley — Evening. 

Martlesham  Creek,  near  Woodbridge, 

Burton  Pool. 

Ben  Cruachan. 

DunstafFnage  Castle. 
Ben  Cruachan. 
The  Coupee,  Sark. 

Study  of  Connel  Falls,  Loch  Etive. 
Bray  Church  on  Thames. 
From  the  Bridge  at  Llanelltyd. 
Force  in  Upper  Swaledale. 
Tintagel  Castle. 

West  Coast  of  Sark. 

Ruined  Lock  on  the  Isis. 

On  the  Thames  at  Cleve. 

In  the  Vale  of  Nant  Frangon. 

Loch  Avon,  Grampians. 

North  Horsham — Evening. 

On  Loch  Etive. 

Harvest  Scene — Berkshire. 

An  Old  Windmill. 

Keld  in  Upper  Swaledale. 

From  Bridge  of  Llanelltyd. 

Near  Horsham. 

Hisden  force — Swaledale. 

On  the  Norfolk  Broads — Evening. 

Near  Potter  Heigham. 

On  the  Thames. 

Llyn  Conway. 

Head  of  Loch  Avon,  Aberdeen. 
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1891    118. 

Summer  206. 

213. 
221. 

1891  86. 

Winter    175. 
191. 

319. 
324. 
225. 

355. 
364. 

1892  72. 

Summer    85. 

89. 

95. 
106. 
116. 
185. 
197. 
218. 

1892  48. 

Winter    157. 

186. 
301. 
316. 
331. 
344. 
350. 

1893  60: 

Summer    74. 

210. 


A  Highland  Glen. 
Old  Mill  at  Horsham. 
Richmond,  Yorks. 
At  Southwold— Evening. 

Near  Sandwich. 

Burton  Pool,  Sussex. 

Distant  View  of  Ben  Karon. 

A  Twilight  Effect. 

On  the  West  Coast  of  Scotland. 

Sunset  Effect — Loch  Etive. 

On  a  Sussex  Common. 

Old  Farm  House,  Sussex. 

Glen  in  the  Highlands. 

From  Penrhyn  Castle. 

On  the  River  Test,  Hants. 

Beauchamp  Tower,  Warwick  Castle. 

Cleve  Mill  on  Thames. 

On  Loch  Etive,  Ben  Cruachan. 

On  the  Couple,  Sark. 

Sunset  by  the  Flats  of  Norfolk. 

Steeple  Farm,  JNJorf oik— Morning. 

Force  at  Keld,  Upper  Swaledale. 

On  the  Coast  of  Sark. 

From  Bridge  of  Llanelltyd,  Wales. 

Ben  Cruachan  from  North. 

At  Southwold— Evening. 

On  a  Norfolk  Broad. 

At  Woodbridge.  Suffolk. 

In  Loch  Etive— Morning. 

Bray  Church  on  the  Thames. 

Sgur  na  Gillean,  etc. 

A  Suffolk  Common — Sundown. 
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1893    219.  On  the  River  Bude,  Norfolk. 

Summer  219,  A  Windmill  in  Norfolk. 

237.  On  Hickling  Broad,  Norfolk. 

243.  Streatley-on-Thames — Evening. 

1893      52.  Distant  View  of  Richmond,  Yorks. 

Winter     88.  A  Hillside  in  North  Wales. 

172.  Carting  Hay  in  Berkshire. 

197.  On  the  Thames,  Shiplake. 

213.  Nr.  Horsham,  Sussex. 

219.  On  Loch  Etive. 

314.  Dunstaffnage  Castle,  Loch  Etive. 

352.  In  the  Torrent  Walk,  Dolgelly. 


N,B,     The  author  is  not  responsible  for  the  spelling  of 
some  of  these  place-names. 
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Works  by  Alfred   D.  Fripp,  R.W.S., 
in    Public    Galleries 

(All  water-colour  drawings). 
London.     Victoria  and  Albert  Museum. 

Wood  Scene,    IW  X  IZf".    Signed  and  dated  1841. 
Young  England— A  Fisher  Boy,     18'  x  131". 

Signed  and  dated  '60. 
Dorsetshire  Shepherd  Boy.     19r  ^  16F. 
The  Pet:    A  woman  and  a  child,  the  latter  with  a 
kid  in  her  arms,    22'  x  30J.     Signed. 

Bethnal  Green  Museum. 
Fisher  Boys   on   a  Rock,     23"  X  161'.    Signed   and 

dated  1863. 
The  Piping  Shepherd.    25"  X  18|".    Signed. 

Manchester.  Whitworth  Institute  Art  Gallery. 
The   Poachers  Alarmed,     14i"  X  2ir.    Signed    and 

dated  1844. 
Spring  at  Lulworth,    Dorset.     20V  X  16^.     Signed 
and  dated  1885. 

Liverpool.     Walker  Art  Gallery. 

Dinner  Time  at  the  Quarries,  Purbeck.     25'  X  39". 
Signed  and  dated  1876. 

Bristol.  Municipal  Museum  and  Art  Gallery. 
The  Irish  Piper,  30V"  x  39^"".  Signed  and  dated  1850. 
The    Bird   Scarer    at   Home,     13^  X  91".     Signed. 

(Exi.  at  O.W.C.S.,  1850.) 
Irish  Peasants.    lOi"  X  14^.    Signed  and  dated  1844. 

Dublin.     National  Gallery  of  Ireland. 

Clonmacnoise.    Signed  and  dated  1846. 
National   Museum   of   Ireland. 
Woodland  with  Waterfall, 
Sydney  (New  South  Wales). 
The  Common. 
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Engravings,  etc.,  after  Alfred  D.  Fripp 

The  Irish  Mother,    Engraved  by  Francis  Hull,  R.A. 

Young   England — A    Fisher    Boy.     Reproduced    in 
chromolithography.  Only  50  impressions  issued. 

Half-tone   illustrations   in   Magazine  of  Art,  1895, 
470-472,  viz.:— 

Portrait  of  the  artist  from  photo  by  Elliott  &.  Fry. 

A  Strange  Sail, 

Loiterers. 


Alfred    D.    Fripp's    Exhibits    at    the 
Royal   Academy 

1848    No.  543.    Sad  Memories,     (in  oils) 


At  the   British    Institution 

1848    No.  298.    The  Irish  Mother.   1'  S"  x  1'  5".    (in  oils) 
No.  358.   The  Cabin  Heath.  1'  6'  X  1'  10'  (in  oils) 


At  the  Society  of  British   Artists 

(Suffolk  Street) 

1842  Lavinia. 

Sinbad  and  his  Companion, 
A  Study  from  Nature. 

1843  May-Day. 

Children  overtaken  by  a  Thunderstorm. 
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Alfred  D.    Fripp — at   the    Society   of 
Painters  in  Water-Colours 

1844  14.  Welsh  Girl  crossing  the  Style. 

24.  The  Woodman  (A  study  from  nature). 

45.  Girls  of  Moel  Siabod,  North  Wales. 

168.  The  Forgotten  Word. 

179.  The  Poacher's  Wife. 
181.  The  Butler. 

198.  The  Minstrel  listening  to  the  echo  of  his 
pipe. 

1845  27.  The  Fisherman's  Cabin. 
34.  The  Rosary. 

40.  The  Holy  Well. 

72.  The  Cabin  Door. 

152.  Irish  Mendicants. 

224.  Cabin  Fare. 

1846  58.  Irish  Courtship. 

62.  Interior  of  Galway  Cabin. 

79.  The  Sick  Child. 

84.  A  Village  School-Girl. 

172.  The  Silent  Welcome. 

180.  Irish  Reapers  meeting  friends  after  harvest- 

ing in  England. 

304.  The  Irish  Mother. 

312.  Rustic  Piper. 

1847  59.  Claddagh  Fisherman's  Cabin. 

86.  Interior  of  Conway  Castle — a  Study. 

107.  The  Visionary. 

118.  Irish  Rusticity. 
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1847  129.  The  Bog  Cabin. 
172.  The  Hallowed  Relic. 
208,  Connaught  Peasants. 

239.  On  the  Welsh  Hills. 

266.  Absent  Thoughts. 

283.  A  Munster  Girl. 

1848  16.  A  Study  of  Willows. 

19.  A  Corner  of  Ireland. 

193.  A   Pilgrim    at   Clonmacnoise,  approaching 
the  Altar-site. 

208.  A  Child  of  the  Mist. 

220.  Highland  Interior. 

239.  Scotch  Interior. 

250.  Poverty. 

261.  The  Old  Scotch  Wife. 

283.  A  Pond  at  Highgate. 

284.  Connemara  Girl. 

311.  Prayer  for  the  Absent. 

343.  The  Watcher's  Bothy. 

1849  72.  The  Arran  Fisherman's  Return. 
85.  The  Well. 

89.  A  Contrast. 

105.  English  Peasant  Boy. 

135.  The  Arran  Fisherman's  Departure. 

184.  The  Young  Brood. 

210.  Study  of  an  Old  Hulk. 

273.  Sketch. 

275.  Connemara  Child. 

313.  A  Background  Study. 

350.  Shepherd  Boy  and  Dog. 
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1850        7.    Boy  with  dead  Sparrow-hawk. 

53.     Wood  Gatherers. 

dl.    The  Captive  Bird. 

90.     The  Irish  Piper. 
162.     Cottage  Interior. 
182.     Furze  Cutter. 
286.     The  Bird  Scarer  at  Home. 
350.     Gleaners. 
373.    The  Village  Post-office. 

1851  4.     4  Galway  Girl. 

97.     Welsh  Girl  Knitting. 
104.     Cross  at  Clonmacnoise — Twilight 
140.    Seven  Churches— Clonmacnoise 
153.     Archway  at  Clonmacnoise. 
168.     Pat  and  his  Child. 
215.     Children  in  a  Storm. 
240.     Irish  Cabins. 
266.    A  Reverie. 
292.     The  Islet  Home. 
295.    A  Connemara  Girl. 

299.  A  Neapolitan  Musician. 
311.     Peasant  Girls  of  Arricia. 

1852  216.  Un  Giorno  di  Festa. 
253.  Roman  Peasant  Girl. 
265.  Neapolitan  Marinaro. 
276.    At  Tivoli. 

281.     Italian  Girl  at  a  Fountain. 

300.  Annarella. 

319.     Shepherd  Boy  of  the  Campagna 
322.     Rites  of  Love. 
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1853  124.    — *'I1  dolce  far'  niente"— 

142.  Capucin   Convent,  Amalfi,  now  the  Luna 

Hotel. 

165.  Pompeii,  "The  City  of  the  Dead" 

204.  Head  of  a  Neapolitan  Boy 

235.  Chapel  Porch,  Amalfi.    The  Good  Priest. 

239.  Pilgrims  from  the  Abruzzi. 

263.  Temple  of  Vesta. 

271.     The  Marina,    Capri,    Naples  —  Arrival  of 
the  Market  Boat. 

274.     Cloisters — Visit  of  the  Superior. 

1854  46.    Capri,  looking  towards  the  Campanile. 
72.    View  in  Capri. 

95.  Vesuvius  from  the  Island  of  Capri. 

100.  On  the  Grand  Canal,  Venice. 

103.  Traghetto,  on  the  Grand  Canal,  Venice. 

111.  Palazzo  Doro,  Grand  Canal,  Venice. 

274.  Girl  of  Sorrento. 

353.  Interior  of  St.  Mark's,  Venice. 

1855  27.    Vegetable  Seller,  Rome. 

110.     Going  Home — Woman  from  the  Mountains 
of  Subiaco. 

120.    Last     Days     of     Harvest  —  the     Roman 
Campagna. 

133.    The  Vintage — a  Sketch. 

165.     Peasants      of     Olevano     returning     from 
Labour. 

232.    A  Hermitage. 

316.     Woman  of  Palombara. 

1856  24.     Italian  Peasant  Woman. 
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1856  213.     Capuchin  Monks  relieving  Pilgrims. 

220.     The    Ambassador's    Chamber,     Venice  — 
Ducal  Palace. 

226.  A  Festa  Day  at  Olevano. 

231.  A  Pifferaro. 

246.  Neapolitan  Peasant  Girl. 

257.  Via  del  Palazzo  Vecchio  Genezzano. 

296.    Titian    visiting   the   Studio  of  one  of  his 
Pupils. 

1857  15.    The  Brigand's  Wife. 

1858  37.     The  *  *  Maddolina  "  and  Church  of  St.  Rocco, 

Olivano — Mid-day. 

59.  Via  del  Corso,  Tivoli. 

85.  Italian  Reapers. 

101.  Evening  on  the  Abruzzi  Mountains. 

136.  Osteria,  Tivoli. 

179.  Contadina  of  Subiaco. 

241.  Capuchin  Monk. 

252.     **  Annunciata"  —  Costume    of     Sorrento, 
Naples. 

269.     "Mezzo  Giorno." 

285.     An  Italian  Cottage  Door. 

329.     The  Camp  Sentinel. 

1859  83.     The  Step-Mother. 
117.     The  Pet. 

285.    A  Bit  of  Gossip. 
294.     Dinner  Time. 

1860  253.    The  Bait. 
265.     Drill. 

272.     Peat  Carriers  on  Moel  Siabod. 
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1861  116.  **  Sweet  Jenny  Jones." 

220.  Passing  the  Gross  at  **Ave  Maria." 

239.  The  Old  Hen  and  her  Brood. 

241.  "  Young  England." 

1862  48.  Specimens  from  the   Mountains  of  North 

Summer  Wales. 

106.  Waiting  for  the  Tide. 

126.  The  Wicket. 

141.  Making  Ready  for  Sea. 

254.  A  Dorsetshire  Shepherd  Boy. 

1862  74.  Arani,  Gulf  of  Salerno. 
Winter  US.  Gapri— Sunset. 

128.  Olevano. 

225.  Mountains  of  Gapuccio. 

323.  Nero's  Tomb  in  the  Gampagna,  Rome. 

1863  125.  Watching  the  Porpoises. 
Summer  25i,  Boy  with  Game. 


1863 

15. 

Roman  Peasant. 

Winter 

162. 

Grotto  at  Galera. 

206. 

At  Gapri. 

215. 

At  Pompeii — Gasa  di  Pansa. 

263. 

St.  Rococco,  Olevano. 

272. 

The  Four  Sisters,  Gapri. 

314. 

An  Irishman. 

1864 

72. 

Piping  Shepherd  Boy. 

Summer  139. 

The  Mischievous  Pet. 

264. 

Meditation. 

284. 

Hesitation. 
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1864 

Winter 

1865      10. 

Summer    §2. 

162. 

288. 

1865  11. 

Winter 

217. 
345. 
386. 
415. 

1866  200. 

Summer  213. 

262. 
317. 

1866  170. 

Winter 

1867  8. 

Summer    34. 

183. 
294. 

1867 

Winter 

1868        92. 
Summer  227, 

242. 

1868 

Winter 


No  exhibit. 

One  of  England's  Naval  Reserves. 

Arabs  of  the  Common. 

The  Allies. 

Under  the  Vines  of  Sorrento. 

View  of  the  Mainland  of  Maffa,  from  the 
Island  of  Capri. 

Shrine  of  Santa  Prafedo,  Rome. 

Festa  Day  at  Sorrento. 

Interior  of  Church,  Capri. 

Mid-day  study  at  Olevano. 

La  Casa. 

La  Campagna. 

The  Little  Stocking-Knitter. 

A  Commissariat  Party  for  the  Quarries. 

Round  Tower  on  the  Campagna  of  Rome, 
the  Abruzzi  Mountains  in  the  distance. 

Italian  Goatherds  in  the  Storm. 
Sheep-washing  on  the  Stour,  Dorset. 
The  Moor-hen*s  Nest. 
A  Commissariat  Party. 

No  exhibit. 

**  Break,  Break,  Break,  etc. 
Girl  at  a  Brook. 
The  Forge. 

No  exhibit. 
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1869    239.  A  Saturday  Half-holiday. 

Summer  267.  *'  Old  Harry/'  Swanage. 

281.  Forget-me-nots. 

306.  Gleaners. 

1869  14.  Finished  Study. 

Winter    48.  Gipsies'  Tent,  Hampstead  Heath. 

91.  Study— Venice. 

176.  On  Hampstead  Heath. 

209.  Flooded  Sandpit. 

218.  Boy  and  Pony. 

1870  116.  Purbeck  Woodman. 
Summer  2Z{i.  Young  Poacher. 

243.  The  Lace-Maker. 


1870 

Winter 

No  exhibit 

1871 

Summer 

121. 

The  End  of  the  Day. 

1871 

Winter 

No  exhibit. 

1872    214.  The  Edge  of  the  Common. 

Summer  226.  The  Coming  Storm. 

238.  Corfe  Castle  from  Poole  Harbour. 

1872  117.  Church  Porch. 

Winter  122.  The  Purbeck  Hills  from  Poole  Harbour. 

148.  Clay  Piers  in  Poole  Harbour. 

1873  108.  From  over  the  Sea. 

Summer  219,  The  little  Church  over  the  Hill,  etc. 
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1873  94. 

Winter 

184. 

207. 

1874  122. 

Summer  231. 

1874 

Winter 

1875  113. 

Summer  238. 

1875 

Winter 

1876  128. 

Summer 

1876  95. 

Winter 

1877  106. 

Summer  130. 
138. 

1877 

Winter 

1878  6. 

Summer  HI, 

1878  177. 

Winter 

1879  33. 

Summer 

1879    211. 

?f#»/^r   404, 


Roman  Bridge  over  the  Annio  below  the 

Gascatelli,  Tivoli. 
Stone  Quarry,  Isle  of  Purbeck, 

Distant  View    of  Corfe   Castle  from    the 
Quarries,  Isle  of  Purbeck. 

Starring  in  the  Provinces. 
Sea  Anemones. 

No  exhibit. 

The  Mill  Pool. 
Gleaners. 

No  exhibit. 

Dinner  Time  at  the  Quarries,  Purbeck. 

The  Quarry  Path. 

Whortleberry  Gatherers,  North  Devon. 
Summer  Noon. 

Tilly  Whim,  Coast  of  Dorsetshire. 
No  exhibit. 

Blackberrying  by  the  Sea. 
Gipsy  Common. 

Stair  Hole,  Lulworth,  Dorsetshire. 
Swanage,  Isle  of  Purbeck. 

Harvesting — Dorsetshire. 
Lulworth  Cove. 
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1880    263.  **  Every  Little  Helps/' 

Summer 

1880  30.  The  Beach,  Lulworth. 

Winter  225.  The  **  Constance''  beached,  Lulworth. 

408.  The  Slip,  Lulworth. 

1881  103.  Mending  Nets. 

Summer 

1881  311.  H.M.S.  "Bacchante"  sighted  oflf  Lulworth 
Winter  (Sept.  16th,  1880). 

1882  66.  Prawn  Fishers. 

Summer    %,  Lulworth. 


1882 

No  exhibit 

Winter 

1883    138. 

The  Bird  Trap. 

Summer 

1883 

No  exhibit. 

Winter 

1884    129. 

A  Village  by  the  Sea. 

Summer 

1884 

No  exhibit 

Winter 

1885    173.  The  Dairyman. 

Summer  261.  The  Pond. 

1885  146.  Lee  and  Mortehoe  Point. 

Winter 

1886  82.  The  Fisherman's  House. 
Summer  151.  Stair  Hole,  Isle  of  Purbeck. 

251.  The  Barley  Field. 
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1886  179.    Criccieth  Castle 

fViuter 

1887  TVo  exhibit. 

Summer 

1887  105.    Harlech  Castle. 

"""'-  170.  -        .  Dorsetshire. 

1888  10.    The  Children's  Playground 
*»""""■  48.     Loiterers. 

230.    The  Old  Mill  at  Lulworth. 

1888  No  exhibit. 

Winter 

1889  14.    A  Strange  Sail. 
*«»"""■  113.    The  Slip  at  Lulworth. 

wZ  ^^-    ^'''•'  ^°'^'  "^-''"'•y  Downs. 

1890  84.    Prawn  Fishers. 
Summer   90.     Durdle  Door. 

108.     Mid-day—Ringstead. 
1890.  A'^9  exhibit. 

Winter 

1891      20.  The  Knife  Grinder 

Summer  28.  The  Pet  Gull. 

116.  Monastery  Farm,  Dorset. 

^891    111.  The  Mewps  Rocks,  Dorset. 

""^  201.  A  Cornfield-side  a-flutter  with  Poppies, 

ill/"-  ^'•^^t/P-'and.    from   Stair   Hole. 

122.  Lulworth. 
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1892  164. 

Winter 

1893 
Summer 

1893  15. 

Winter    307. 

330. 
345. 

1894 

Summer 


1894 

Winter 


The  Lion  Rock,  Dorset. 

No  exhibit. 

At  Tivoli. 

Ponte  Nomentana,  Rome. 

Pomegranates. 

Indian  Figs. 

On  the  Barbara. 

Olive  Trees  on  the  Campagna. 

Osteria  on  the  Via  Appia. 

Naples  from  the  Rione  Principe,  Amadeo. 

The    Campagna    of   Rome   from   the  Via 
Appia  Anticha. 

Peperoni. 
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WALKER'S  QUARTERLY 

Monographs  of  the  lesser  masters  of  the  English  Water- 
colour  school,  recounting  the  salient  features  of  their  lives, 
and  providing  reliable  criticisms  upon  their  respective  styles. 
Much  of  the  information  therein  has  never  before  been  pub- 
lished, while  every  biography  is  compiled  by  a  writer  who  has 
made  the  subject  his  special  study.  When  accessible,  the 
portrait  of  the  artist  concerned  forms  the  frontispiece  ;  the  lists 
of  exhibited  works  are  also  valuable  features.  It  is  rapidly 
becoming  an  indispensable  adjunct  to  every  Art  Library. 


VOL.  L     (1920-21) 

I.    HENRY  BRIGHT  OF  THE  NORWICH 

SCHOOL. 

By  F.  GORDON  ROE. 

II.  WILLIAM    ROXBY  BEVERLEY 

Artist,  Scene-painter,  and  Actor. 

By  frank  L.  EMANUEL. 

III.  CHARLES   BENTLEY. 

Member  of  the  Old  Water-colour  Society. 

By  F.  GORDON  ROE. 

IV.  EDWARD  MORISON  WIMPERIS,  R.I. 

By  EDMUND  WIMPERIS. 


VOL.  IL     (1921-22) 

V.    "DICTATOR  OF  THE  ROYAL 

ACADEMY '' 

An  account  of  JOSEPH    FARINGTON,  R.A., 
with  some  notes  on  his  brother,  George. 

By  F.  GORDON  ROE. 

VI.  WILLIAM    PAYNE. 

By  basil  S.  long,  M.A. 


VII.  CLAUDE  HAYES,   R.L,  R.O.L 

Landscape   Painter  in  Oil  and  Water-colour, 

By  EDWARD  P.  REYNOLDS. 

VIIL    JOHN  LAPORTE     and     P.  LA  CAVE. 

Landscape  Painter  and  Landscape  Painter 

Etcher. 

By  basil  S.  long,  M.A. 


VOL.  IIL 

(1922-23; 

IX. 

ALFRED  WILLIAM  RICH. 

Water-colour  Painter. 

By  H.  R.  lock. 

X. 

DAVID  ROBERTS,  R.A. 

as  a  Water-colour  Painter. 

By  jane   QUIGLEY. 

XL 

WILLIAM  TURNER  of  Oxford. 

Water-colour  Painter. 

By  a.  L.  BALDRY 

XIL 

ROBERT  HILLS. 

Water-colour  Painter  and  Etcher. 

By  basil  S.  long,  M.A. 

VOL.  IV.     (1923-24) 

XIIL  EDWARD  DUNCAN,  R.W.S. 

Painter  in  Oil  and  Water-colour  and  Engraver. 
By  frank  L.  EMANUEL. 

XIV.  FRANCIS  NICHOLSON. 

Painter  and  Lithographer. 
By  basil  S.  long,  M.A. 

XV.  JOHN  GLOVER. 

By  basil  S,  long,  M.A. 


XVI. 


VOL.  V. 
XVII. 


XVIII. 
XIX-XX. 

(Double) 


JOHN  BURGESS. 

Of  the  Society  of  Painters  in  Water-colours. 
By  ROSARIO  ASPA. 


(1926) 

BRIAN    HATTON. 

Young  Painter  of  Genius  killed  in  the  War. 
By  WALTER   SHAW   SPARROW. 

THOxMAS  SHOTTER  BOYS 

By  HUGH  STOKES. 

JOHN  SELL  COTMAN 

(The  Bulwer  Collection) 
By  C.  F.  bell. 


VOL.  VL 
XXI. 

XXII. 


XXIII. 
XXIV. 


(1927) 

MILES  EDMUND  COTMAN 

By  C.  F.  BELL. 

WILLIAM  CALLOW,  R.W.S. 

with  some  reflections  on  Victorian  and  other  Modern  Art. 
By  FRANK  L.  EMANUEL. 

JAMES  HOLLAND 

By    HUGH    STOKES 

JOHN  (WARWICK)  SMITH 

By  BASIL   S.  LONG,  M.A. 


"  No  art  library  can  be  considered  complete  which  does  not  possess 
a  full  file  of  the  Quarterly,  a  highly  useful  series,  for  which  all 
lovers  of  early  English  art  must  be  grateful  to  Mr.  Walker." 

The  Connoisseur. 

THE   FIRST   SIX   VOLUMES 
Bound  in  i  Half-Calf,   17/6  net  per  volume.     (By  post,  18/6) 

Single  copies  of  a  few  parts  are  still  obtainable 
at  2/6  each  part.  (By  post,  2/9) 


WALKER'S   GALLERIES,  Ltd., 
,18,  NEW  BOND   STREET,  LONDON.  W.  i 


EXHIBITIONS,  1927 

OCTOBER. 

Water-colour  Drawings  by 
EDITH   A.   HOPE,  R.B.A. 

Landscapes  by  ALFRED    R.  BAKER 

Water-colours  by 
PERCY   LANCASTER,   R.L,  A.R.E. 


NOVEMBER. 

Water-colour  Drawings  by  ALAN  BLYTH 

Water-colour  Paintings  by 
HILDA   M.  SIDES 

Needlework  by  Miss  E.  RAWSON    CONSTABLE 


DECEMBER. 
«  Irish  Yesterdays  "  by  Miss  E.  CE.  SOMERVILLE 
Water-colours  by  Mrs.  LANCELOT  MONCKTON 

THE  SOUTHERN  SOCIETY  OF  ARTISTS 

Thirty-third  Exhibition 

WALKER'S   GALLERIES,  Ltd.,  118,  New  Bond  Street,  W.l 
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